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Abstract 
Program notes are ubiquitous at Western art music concerts, but their effects on listener 
experience remain unclear. While understanding and emotional response are positively 
affected by programs, positive and negative effects of programs have been observed for 
enjoyment. Across two studies, this thesis explores attitudes towards program notes, and 
their influences on responses to music. To identify differences between regular and new 
listeners, each study featured equal numbers of musician and music novice participants. 
The first study involved semi-structured interviews with 16 participants. Topics covered 
included participants' conceptions of programs, informational preferences, the role 
programs played in their musical experiences, and areas where programs required 
improvement. Interviewees' responses indicated a strong demand for program notes. 
Music novices and musicians displayed differences in informational preference, and 
different conceptualisations of how programs contributed to musical engagement. 
Information which facilitated engagement was most commonly appreciated; practical 
details were also popular. Several participants noted that programs could restrict 
freedom of interpretive response. Suggested improvements to programs included 
making them easier to memorise, and incorporating alternative methods of 
communicating program information, including pre-concert lectures and "verbal 
programs". The second study involved 32 musicians and music novices, listening to 
four music excerpts, each heard under a different informational condition (no program, 
a title, a title and a program, and a fake program). A significant positive effect of 
programs on understanding was observed, while no effect on liking or interest was 
noted. These studies indicate programs are popular, and fulfil multiple functions. They 
can significantly increase understanding, provide guidance, facilitate engagement, 
 v 
inform readers of extra-musical references, and help orient listeners. Future research 
should investigate how programs' contributions in each of these areas affects musical 
experience, and explore new approaches to communicating programmatic information. 
 
 
 vi 
Table of Contents 
 
1 Introduction .......................................................................................................... 1 
1.1 Motivations for researching musical enjoyment ............................................ 1 
1.2 The concert-going experience ........................................................................ 2 
1.3 Extra-musical factors affecting musical experience ....................................... 3 
1.3.1 Visual elements in music ........................................................................ 3 
1.3.2 Mood, emotional state, and music .......................................................... 4 
1.3.3 Priming and musical experience ............................................................. 5 
1.4 The history of programs ................................................................................. 6 
2 Literature Review ............................................................................................... 10 
2.1 Motivations for giving audiences information ............................................. 10 
2.1.1 To communicate composers' intentions ................................................ 10 
2.1.2 To facilitate understanding ................................................................... 11 
2.1.3 To educate and to foster appreciation ................................................... 14 
2.1.4 To positively influence audience expectations and mood .................... 16 
2.2 Evaluating program notes............................................................................. 17 
3 Aims of this thesis .............................................................................................. 24 
4 Study 1: Talking Programs ................................................................................. 26 
4.1 Introduction and aims ................................................................................... 26 
4.2 Method ......................................................................................................... 27 
4.2.1 Participants ............................................................................................ 27 
4.2.2 Materials ............................................................................................... 27 
4.2.3 Data Analysis ........................................................................................ 28 
 vii 
4.3 Results .......................................................................................................... 28 
4.3.1 "What is a program?": Participants' initial thoughts ............................. 28 
4.3.2 Demand for programs amongst participants ......................................... 31 
4.3.2.1 Attention and Focus ......................................................................... 32 
4.3.2.2 Understanding and Engaging ........................................................... 32 
4.3.2.3 Preparation ....................................................................................... 33 
4.3.2.4 Extra-Musical ................................................................................... 34 
4.3.3 Participants' interest in program information........................................ 34 
4.3.3.1 Performer-related information ......................................................... 35 
4.3.3.2 Composer/Composition-centric information ................................... 36 
4.3.3.3 Understanding/Engaging information .............................................. 36 
4.3.3.4 Pragmatic information ..................................................................... 37 
4.3.4 Participants' preference rankings for program information .................. 37 
4.3.5 Programs' role in validating responses to music ................................... 38 
4.3.6 Problems with programs ....................................................................... 39 
4.3.7 Alternatives to traditional program notes ............................................. 40 
4.4 Discussion .................................................................................................... 43 
5 Study 2: Investigating programs' effects on music listening .............................. 51 
5.1 Introduction and aims ................................................................................... 51 
5.2 Method ......................................................................................................... 52 
5.2.1 Participants ............................................................................................ 52 
5.2.2 Materials ............................................................................................... 53 
5.2.2.1 Demographic Questionnaire ............................................................ 53 
5.2.2.2 Music Excerpts ................................................................................ 53 
 viii 
5.2.2.3 Program Notes ................................................................................. 53 
5.2.2.4 Feedback Questionnaire ................................................................... 54 
5.2.2.4.1 Questions after each excerpt ................................................................. 54 
5.2.2.4.2 Concluding questions ............................................................................ 54 
5.2.3 Procedure .............................................................................................. 55 
5.3 Results .......................................................................................................... 56 
5.3.1 Comparison of musician and novice participants ................................. 56 
5.3.2 Programs' effects on liking, understanding, and interest ...................... 56 
5.3.3 Participants' ratings of informational increase's influence .................... 57 
5.3.4 Participants' combined ratings .............................................................. 58 
5.3.5 Comparison of "Title/Note" and "Fake" conditions ............................. 59 
5.3.6 Participants' favourite excerpts ............................................................. 61 
5.3.7 Participant feedback .............................................................................. 62 
5.3.7.1 Confusion over program notes, and effects on listening ................. 62 
5.3.7.2 Participant appreciation of programs ............................................... 63 
5.3.7.3 Perceived limiting effect of programs ............................................. 64 
5.3.7.4 Participants' feedback regarding information conditions ................. 64 
5.3.8 Participants' excerpt descriptors ............................................................ 65 
5.3.8.1 Categorisation of descriptors for content ......................................... 65 
5.3.8.2 Differences between participant groups' descriptor categories ........ 67 
5.3.8.3 Effects of informational condition on participants' word generation67 
5.4 Discussion .................................................................................................... 70 
6 Conclusion .......................................................................................................... 75 
6.1 General discussion........................................................................................ 75 
6.2 Limitations and future directions ................................................................. 78 
 ix 
6.3 Conclusion .................................................................................................... 80 
7 References .......................................................................................................... 82 
 
 
 x 
Figures 
Figure 1: Participants' responses to "What does the term "program" mean for you?" ... 29 
Figure 2: Areas where programs enhanced musical experience..................................... 32 
Figure 3: Participants' informational interests ................................................................ 35 
Figure 4: Participant exposure to program note alternatives .......................................... 40 
Figure 5: Participant ratings of "Understanding" across four conditions ....................... 57 
Figure 6: Participants' ratings of informational increase's influence on liking, 
understanding, and interest ............................................................................................. 57 
Figure 7: Participants' ratings (Liking, Understanding, Interest) combined .................. 59 
Figure 8: Comparison of participant ratings under "Title/Note" and "Fake" conditions 60 
Figure 9: Information conditions for participants' favourite excerpts ............................ 61 
Figure 10: Participants' average number of descriptors, by condition ........................... 66 
Figure 11: Participants' total descriptors, by category .................................................... 67 
Figure 12: Musicians' descriptors, according to information condition ......................... 68 
Figure 13: Novices' descriptors, according to information condition ............................ 68 
 xi 
Tables 
Table 1: Participants' rankings of program information ................................................. 37 
Table 2: Excerpt order & informational condition pairings ........................................... 55 
Table 3: Categorisation of participants' descriptors ....................................................... 66 
 xii 
Appendices 
APPENDIX A: Ethics Application ................................................................................ 85 
APPENDIX B: Interview Questionnaire ........................................................................ 87 
APPENDIX C: Listening Study Questionnaire .............................................................. 88 
 
 
 
 1 
1 Introduction 
1.1 Motivations for researching musical enjoyment 
In the world of Western art music, musicians desire positive musical experiences for 
their audiences, and aim to produce well-received, enjoyable music (Nagel, 1990). Their 
technical and expressive skills are the result of concerted, long-term efforts to improve 
performance (Ericsson, Krampe, & Tesch-Römer, 1993); this investment of time and 
energy demonstrates musicians' significant dedication towards producing quality, well-
regarded music. Additionally, musicians, as producers of musical goods, have a vested 
interest in their customers (concert attendees, recording purchasers, and so on) enjoying 
their products; musicians should therefore, like any manufacturer, be interested in what 
customers appreciate and enjoy. Through researching contributors to positive musical 
experiences, and subsequently implementing this knowledge, musicians become more 
able to produce popular musical goods, and encourage audiences to become regular 
customers.  
 
In addition to retaining existing listeners, musicians must seek to attract new audiences. 
Declining concert attendance, amid rising competition from other leisurely pursuits, 
places increasing pressure on Western art music to understand not only what will 
encourage existing audiences to return, but also to draw in new listeners (Arthurs & 
Radbourne, 2007; Brown & Bare, 2003). Newcomers to Western art music require 
separate consideration to those familiar with the genre. They find their experiences 
strange, sometimes even discouraging, and feel ill-equipped to engage and enjoy such 
music (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). Attempts to attract and retain 
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audiences therefore require consideration of how to cater for listeners with varying 
needs and amounts of experience. 
 
1.2 The concert-going experience 
The experience of attending a Western art music concert is influenced by the attendee's 
previous exposure and familiarity with such music. A survey of 264 regular 
concertgoers, for example, identified familiarity with venues, music, and performers as 
factors affecting their musical enjoyment (Thompson, 2007). These determinants have 
been identified in other, similar studies of concert audiences (Brown & Bare, 2003; 
Kolb, 2001; Pitts & Spencer, 2008). However, for those new to the concert setting, or to 
Western art music in general, such factors are lacking, often negatively impacting their 
experiences. 
 
Being unfamiliar with the concert-going experience results in feelings of insecurity, 
anxiety, and even alienation (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999; Pitts, 
2016). Concerns arise over how to behave, when to clap, when intervals occur, or how 
to obtain the "special knowledge" more experienced concert-goers appear to possess. 
Newcomers to Western art music concerts believe such music requires context or 
explanation for proper engagement and understanding (Dobson & Pitts, 2011). In light 
of this, they appreciate being given information which assists in these areas. First-time 
concert attendees place importance on feeling included in the performance process, and 
are left feeling detached when performer-audience interaction is minimal, or entirely 
absent. Often, their closest comparison is pop music concerts, where performers 
constantly engage audiences in order to establish a bond between musician and 
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audience. The more formal, occasionally interaction-less Western art music approach, 
by contrast, can leave newcomers feeling disconnected. This, coupled with a sense of 
insecurity over appropriate responses, and unfamiliarity with the setting, can leave first-
timers feeling like they are "sitting in with a cult" (Dobson & Pitts, 2011). 
 
Familiarity with environment and experience, coupled with a positive attitude towards 
Western art music, provide motivation for regular concertgoers to continue attending 
performances. Unfortunately, the lack of these factors may act as barriers to entry for 
newcomers (Pitts, 2005). This underscores the need to consider first-time concertgoers 
as a distinct group, requiring specific attention and methods to interest, attract, and 
retain them as audiences for Western art music.  
 
1.3 Extra-musical factors affecting musical experience 
A musical experience is a complex phenomenon, which while centred on aural stimuli, 
also incorporates visual input, contextual information, previous experience with the 
music being heard, and even individual listeners' moods (Davidson, 1993; Isen & 
Shalker, 1982; Kroger & Margulis, 2016; Wapnick, Mazza, & Darrow, 1998). Efforts to 
comprehend what affects responses to music must be informed by an understanding of 
these extra-musical influences. 
 
1.3.1 Visual elements in music 
In a live musical performance, aural stimuli and visual cues (performers' body language, 
both conscious and unconscious) combine to convey musical meaning to audiences 
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(Gabrielsson, 2001). Visual information is crucial in these performance settings, 
facilitating communication between performers and listeners, and allowing musicians to 
communicate beyond the abilities of sound alone (Schutz, 2008). Musicians' visual 
presentation and behaviour affect audiences' assessment of their performances, with 
physical attractiveness, dress, and stage behaviour all identified as influencing ratings of 
musical performance (Wapnick, Darrow, Kovacs, & Dalrymple, 1997; Wapnick et al., 
1998; Wapnick, Mazza, & Darrow, 2000). Visual information may even be the most 
important factor in listeners' reception of emotional cues in live music performance 
(Davidson, 1993; Vines, Krumhansl, Wanderley, Dalca, & Levitin, 2011) or in selecting 
top performers or ensembles from groups (Tsay, 2014). What listeners see can create 
the illusion of sounds lasting longer (Schutz, 2008), aid in understanding the expressive 
intentions of performers, and ultimately affect the outcome of a musical encounter. 
 
1.3.2 Mood, emotional state, and music 
Audiences' musical observations and evaluations are affected by their mood and 
emotional state. Isen and Shalker (1982) established a link between positive mood and 
increased likelihood for positive evaluations of stimuli; this has been qualitatively 
corroborated by Western art music concertgoers themselves. Thompson (2007) asked 
264 concertgoers and musicians what determinants they believed influenced their 
enjoyment of live music performances. Participants' responses included factors 
contributing to positive mood: feeling comfortable and familiar with a venue, being 
with friends, and even explicitly mentioning being in a good mood. In addition to 
influencing positive evaluations, levels of attentiveness are also affected by mood state, 
with positive moods producing significantly greater levels of attentiveness (Vines, 
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Krumhansl, Wanderley, Dalca and Levitin, 2011). Being in a good mood increases the 
likelihood of positive experiences. 
 
1.3.3 Priming and musical experience 
"Stimulation does not fall on a passive receiver. The individual, on the 
contrary, is 'prepared', either implicitly or explicitly, for certain kinds of 
input; the input is actively dealt with on the basis of this preparation. The 
fate of any input is at least partly dependent on the nature of the 
preparation." (Dember, 1960) 
"Priming" occurs when exposure to a stimulus causes a change in the response to a 
subsequent stimulus. It can alter speed of response, the accuracy of stimulus evaluation, 
and even the perceived emotional state of a person's face (Goerlich et al., 2012; 
Logeswaran & Bhattacharya, 2009; Tillmann & Bigand, 2002). The presence of an 
affectively "comparable" prime can accelerate the affective evaluation of a visual target 
(pairing the prime "ugly" with an unattractive target visual, for example). The reverse 
also holds true – primes which are incongruent with subsequent targets appear to slow, 
or even inhibit, affective evaluation (Goerlich et al., 2012). Cross-modal prime-stimuli 
relationships are also effective – for example, word primes and auditory stimuli. 
Hermans, Baeyens, and Eelen (1998) provided evidence for cross-modal priming in an 
investigation of odour primes and their effect on affective evaluation of visually 
presented words. Participants' ratings of these words were facilitated by corresponding 
"positive" or "negative" odours. Word-music prime-stimuli pairs are also susceptible to 
the priming effect, as the emotional impact of music is reported to be enhanced when 
accompanied by written descriptions reflecting the music's affective intentions 
(Goerlich et al., 2012). This effect works in reverse, as well; happy or sad music primes  
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exert a significant effect on observers' perception of emotion in human faces, such that 
faces with happy expressions, when preceded by a sad music prime, are perceived as 
sad, and vice versa (Logeswaran & Bhattacharya, 2009). Primes appear capable of 
accelerating, altering, and even inhibiting judgements. Research into music experience 
requires consideration of priming effects, as any musical performance involves multiple 
primes, such as performers' stage manner, their interactions with listeners, and program 
notes provided to audiences. Furthering our understanding of these effects allows 
musicians to more deliberately, and effectively, prime our audiences.  
 
1.4 The history of programs 
Program: A written commentary, provided at a concert or in a theatre, that gives the 
audience information about the music to be performed (Hibberd) 
 
Program note: A written commentary in a concert or opera program intended to inform 
the listener about the music to be performed (Simeone) 
 
Programs are distributed at Western art music concerts around the world. Their 
production and dissemination tacitly acknowledges the influence of the extra-musical 
on musical experience; programs, containing information about music, are given to 
audiences under the assumption that they contribute, in some positive way, to enjoying 
music. 
 
In their earliest forms, programs were simple documents containing titles of works 
being performed, and the names of the musicians performing. Where appropriate, 
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programs also included text or lyrics for music involving sung or spoken parts. During 
the Romantic period (from the early 19th to the early 20th centuries), programs began to 
take on a larger role, expanding beyond names and texts. In response to swelling 
audience sizes in the 19th century, programs' purposes became more complex and 
multifaceted. Written accompaniments to concerts began to include information about 
how to respond to, or engage with, the music being performed; no longer were programs 
mere menus listing the musical delicacies of an evening.  
 
Concurrent with programs taking on a wider scope was the surge of programmatic 
music's popularity in the 19th century. Such music, involving or inspired by extra-
musical subjects, had clear need for programs, and prompted a rise in dissension over 
music's need for interpretive aids. Programmatic music composers argued for programs 
being key in understanding their music (Simeone). By claiming that programs direct 
attention, and prevent misinterpretation (Scruton), these composers proposed that 
programs provided a means of understanding compositional intent, and ultimately a way 
to appropriately respond to the music at hand. Composers spent energy and effort on 
perfecting their programs, much as they would on perfecting their music; Berlioz, for 
example, painstakingly and repeatedly revised his programs for Symphonie Fantastique 
(Macdonald). Liszt believed programs were essential to prevent misinterpretation of his 
music. The care and attention exercised on programs by these composers, and the 
importance they placed on such information, makes clear they believed programs played 
an integral role in meaningful encounters with their music.  
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Proponents of absolute music (instrumental music that exists, and is to be appreciated, 
simply as such, and without reference to any extra-musical meaning or reference) took 
issue with their programmatic-composing colleagues in two areas. First, they disputed 
that music is even capable of communicating extra-musical ideas (recent studies, 
addressed in following sections, suggest that this is not the case). Second, they argued 
that music should be appreciated for its own merits – indeed, that this manner of 
appreciation is the most appropriate, or even the "purest", approach. However, the 
concept of musical engagement being an activity relying purely on aural input has been 
challenged in studies since the Romantic period, and will be explored later in this thesis. 
 
Debate continues over the role and contribution of programs in musical experience. As 
early as 1936, musicologists argued that performing programmatic music without 
program notes transforms “works of art into conundrums” (Turner, 1936). This line of 
reasoning claims that music written with semantic intent requires listeners to adopt the 
correct "listening strategy"; this strategy being one indicated or suggested by program 
notes (Nattiez & Ellis, 1990). This idea, that program notes' importance lies in their 
ability to direct listeners towards extra-musical references, reflects those of 19th-century 
musicians discussed above.  
 
Programs' content and purpose have continued to evolve throughout the 20
th
 and 21st 
centuries. Modern programs may contain a variety of types of information, including 
historical, analytical, programmatic, and biographical facts. Beyond these, programs 
may also include more subjective material, such as the program author's interpretive 
suggestions. There is no standard format or content to which programs adhere, but it is 
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current common practice to include some or all of the informational types described 
above. 
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2 Literature Review 
2.1 Motivations for giving audiences information 
2.1.1 To communicate composers' intentions 
Many composers believe programs play an important role in influencing listeners' 
musical experiences. During the nineteenth century, composers such as Berlioz and 
Liszt advocated that programs were necessary to understand their music (Macdonald). 
Blom, Bennett, and Stevenson (2016), in a series of interviews, provide insight into 
modern composers' opinions regarding the role and importance of program notes. 
During discussions with 17 composers, it emerged that almost all participants believed 
program notes were useful for listeners and performers alike. However, most within this 
majority felt that programs' content should differ according to the needs of the intended 
recipients. Observing that "the languages are so different" for performers and listeners, 
these composers commented that specific technical detail is likely more suitable for the 
former. Such information was considered useful for performers' practicing and 
preparing of pieces, but of little value for audiences hearing pieces. Approximately half 
of the participants supported the idea that programs play a role in listeners' experiences, 
but within this group of composers existed two distinct camps – "guide" and "direction". 
Composers in favour of "guide" program notes preferred to retain some ambiguity, 
allowing freedom of interpretation for readers/listeners. By contrast, "direction" 
proponents preferred to exert greater control via program notes, in order to prevent 
"misinterpretation". This suggests a difference in interpretive philosophy exists between 
these two groups. The "direction" composers believe a specific response to a 
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composition is accurate, whereas the "guide" composers deem that, within certain 
interpretive bounds, freedom of individual response is appropriate. 
 
2.1.2 To facilitate understanding 
Audiences often believe understanding the music they hear contributes to their 
enjoyment of it. Interviews with first-time Western art music concert attendees, for 
example, reveal how understanding what they heard affected their experiences (Dobson, 
2010). The interviews explored participants' reactions to concerts, including how 
equipped (or otherwise) they felt to engage with the music, whether they enjoyed 
themselves, and how the experience compared with other, similar leisure activities. One 
theme emerging from these interviews was that interviewees awarded themselves 
"brownie points" when recognising things mentioned in program notes, or in 
performers' spoken introductions. For these listeners, part of an enjoyable musical 
experience was feeling like they had successfully engaged with what they heard, and 
understood their encounters. First-time concertgoers also believed they lacked the 
"special knowledge" regular attendees possessed, and that this knowledge allowed for 
an understanding and appreciation of performances unavailable to first-timers. 
Participants in several studies of first-time concertgoers’ experiences report an 
appreciation for information which provides a narrative, a context, or a way of engaging 
with what they hear (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). Concert 
programs may help alleviate concerns, through providing some of this special 
knowledge; research indicates first-time concertgoers believe programs useful, and 
appreciate having them (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999).  
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Programs in art, in the form of explanatory or descriptive titles or captions, have been 
observed to increase observer enjoyment of them (Millis, 2001; Russell, 2003; Russell 
& Milne, 1997). Millis (2001) examined the effects of titles and descriptions on 
observers' understanding and enjoyment of images. In this study, 110 undergraduate 
students viewed illustrations and photographs, paired with titles. Titles were either 
metaphorical (i.e. alluding to concepts or ideas not explicitly contained in an image, but 
rather suggested) or descriptive (i.e. summaries of the scene depicted by a photograph 
or illustration), and were paired either with the appropriate images, or at random. 
Participants rated their understanding, enjoyment, and liking of each artwork, as well as 
how much each artwork elicited thoughts or emotions. Millis reported that titles and 
descriptions positively affected responses, producing increases in participants' 
understanding and enjoyment. Specifically, metaphorical titles elicited greater effects 
than descriptive titles, which focused on technical details. Random titles, however, 
negatively impacted observers' aesthetic experiences. He speculated that this negative 
impact stemmed from the dissonance between what titles suggested, and observers' 
interpretations of paintings. This may be partly explained by the results of priming 
studies (discussed above) – "incorrect" primes have been found to slow, or inhibit, 
responses to stimuli (Goerlich et al., 2012). Russell (2003), in a study involving 45 
undergraduate students, reported similar findings. Results indicated that participants' 
rating of their enjoyment was higher when observing paintings paired with interpretive 
aids (titles and descriptions), as compared to when observing without. In this study, 
Russell sought to evaluate the idea that part of the pleasure experienced when looking at 
artworks comes from successful interpretation, and comprehension of the artist's 
message. This theory rises from the effort after meaning concept (Bartlett, 1932), which 
 13 
suggests that stimuli are evaluated by contextualising them within past experiences. The 
significant increase in enjoyment when participants' understanding ratings increased 
suggests this idea is accurate, although Russell noted that understanding is still only one 
determinant of overall enjoyment. 
 
Increased understanding does not guarantee increased enjoyment, however. In a study 
featuring abstract paintings, 48 undergraduate participants viewed artworks paired with 
descriptive or elaborative titles, for either short presentation times (one second per 
artwork) or medium presentation times (10 seconds per artwork) (Leder, Carbon, & 
Ripsas, 2006). All titles were created specifically for the study, based on existing 
descriptions of the paintings (descriptive titles), or on plausible explanations of the 
paintings (elaborative titles). Participants then rated their liking and understanding of 
each painting. Neither elaborative nor descriptive titles had an effect on ratings of 
liking. Participants' understanding ratings were higher with descriptive titles under the 
short presentation time, and higher with elaborative titles under the medium 
presentation time. The authors noted that participants rated their liking of paintings 
faster than that of understanding. Liking may be a more instinctive, immediate response 
than understanding, the determination of which requires more time, and possibly more 
conscious deliberation.  
 
While understanding does play a role in affective experience, its exact contributions 
remain unclear. Understanding has been shown to increase liking (Millis, 2001; Russell, 
2003), and is desired by those having aesthetic encounters, especially unfamiliar or 
novel experiences (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). Providing 
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incorrect information, and thereby reducing or interfering with understanding, may 
negatively affect aesthetic responses (Russell & Milne, 1997). However, understanding 
of technical aspects may increase without any resultant increase in enjoyment (Leder et 
al., 2006). Further research into the effects of information on understanding and 
experience is required. 
 
2.1.3 To educate and to foster appreciation 
Music education and appreciation has become increasingly popular amongst consumers 
of Western art music. Whether in the form of analytical program notes (Simeone), or in 
lecture recitals (Brown, 2004), information is provided under the assumption that 
becoming more educated about music will lead to enjoying music more. A growing, 
culturally aware audience segment desires educational, as well as enjoyable, leisure 
activities, resulting in increased demand from music consumers for educational 
information (Brown, 2004). This increasing popularity has attracted academic interest, 
with studies focusing exclusively on the relationship between analytical information and 
subsequent musical experience (Halpern, 1992; Prince, 1974).  
 
The assumption that acquiring analytical or historical understanding of music will 
produce more enjoyable musical experiences is challenged by research into the area. 
Students who have completed music appreciation courses demonstrate increases in 
relevant musical knowledge, but do not display any significant increase in their liking or 
enjoyment of the musical genres involved  (Halpern, 1992; Price & Swanson, 1990; 
Prince, 1974). Prince (1974) examined three groups of high school students, one 
focusing on Baroque music, one on 20
th
 century music, and the third adhering to a 
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general music appreciation course. After 12 weeks, students of both the Baroque and 
20
th
 century groups demonstrated no significant increase in liking for those musical 
periods, when compared across all three groups. Prince concluded that a commonly held 
assumption of music teachers and curriculum devisers - that knowing more about 
musical periods and styles would lead to liking these more - was not necessarily correct. 
Price and Swanson (1990), in a study of undergraduate music appreciation students, 
found that while students demonstrated significant gains in knowledge as a result of the 
course, their opinions of musical works remained unchanged. Halpern (1992), also 
working with undergraduate students, examined the effects of analytical or historical 
information on listeners’ responses to musical excerpts. Historical information produced 
a significantly more positive response from participants than analytical or no 
information groups. These studies suggest that knowing more about music does not 
necessarily mean liking, or valuing, it more.  
 
Music appreciation and education courses, in addition to not necessarily affecting 
musical enjoyment, may discourage newcomers from engaging with Western art music. 
These potential audiences often believe the experiences of regular concertgoers is 
enhanced by their possession of "special knowledge" – this gives them insight into 
musical proceedings, and makes their experiences "deeper" or "better" (Kolb, 1999; 
Pitts, 2016). Music appreciation and education courses may reinforce the perception that 
"special knowledge" is required for satisfying musical engagement (Whitaker & 
Philliber, 2003). If music appreciation courses not only produce no positive influence 
on musical enjoyment (Halpern, 1992; Price & Swanson, 1990; Prince, 1974), but also 
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dissuade newcomers from seeking out Western art music, the purpose of such courses 
becomes unclear.  
 
2.1.4 To positively influence audience expectations and mood 
Listeners' expectations appear to affect their responses to musical stimuli. These 
expectations can be established by something as simple as informing listeners that a 
performer is either a professional, or a student. Duerksen (1972) demonstrated that 
listeners' responses to recordings changed according to changes in their expectations. 
Using musician and non-musician participants, Duerksen played them a recording of a 
professional musician, telling listeners that the recording was either by a professional or 
student. Both participant groups rated "student" performances lower; the non-musician 
group displayed greater variation in susceptibility to the influence of expectations. 
Kroger and Margulis (2016) expanded on this, using both professional and student 
recordings of the same musical excerpt, and introduced order of stimulus presentation as 
an additional variable.  They found that participants will preferentially select the 
"professional" recording, regardless of whether the recording was in fact made by a 
professional or a student performer. Providing listeners with information about 
performers thus has the potential to influence their resulting assessments of quality and 
skill.  
 
Information can also influence mood, helping predispose listeners towards positive 
experiences. Knowing what will be performed, by whom, and for how long, helps relax 
inexperienced attendees, who feel anxiety over their unfamiliar environment, and 
uncertainty over what to expect (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). 
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Regular concertgoers, typically more at ease with the Western art music experience, 
believe being in a good, comfortable mood contributes to their overall enjoyment. This 
belief that mood affected enjoyment finds support in studies reporting positive mood 
increases the likelihood of positive evaluations of subsequent stimuli (Isen & Shalker, 
1982). Being in a good mood has been observed to create the expectation for more good 
things to come (Bruner & Postman, 1947; Mischel, Ebbesen, & Zeiss, 1973; Postman & 
Brown, 1952), and also increases levels of attentiveness (Vines et al., 2011). 
Information which helps facilitate good mood thus increases  listeners' focus on 
performances, and also the likelihood that they will respond positively to what they hear 
 
2.2 Evaluating program notes 
There are few studies of programs' influence on listeners' responses to music, and the 
findings of these studies are mixed, and at times contradictory. Narrative-focused 
information may positively affect musical experiences, particularly listeners' 
understanding of music. Zalanowski (1986) investigated the effects of analytical and 
narrative information on listeners' responses to musical excerpts. Participants listened to 
programmatic music with one of three instructions: to pay attention, to form mental 
images, or to follow a story program. Participants' understanding ratings increased most 
with story programs, while the imagery instructions led to the highest ratings of 
enjoyment. Participants also listened to abstract music, with instructions to either pay 
attention, form mental images, follow an abstract verbal program, or follow an 
analytical program. Abstract or analytical programs had no positive impact on listeners' 
responses to absolute music excerpts, while imagery instructions produced the highest 
ratings of enjoyment. Zalanowski concluded that no one type of information can 
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enhance music appreciation in all people. It appears that analytical information is 
perhaps less useful than other informational types, if at all (Halpern, 1992; Prince, 1974; 
Zalanowski, 1986).  
 
Information may positively affect listeners' emotional responses to music. When given 
either a sad narrative (describing a concentration camp) or a neutral narrative 
(describing a nature documentary), participants listening to a sad-sounding excerpt 
reported increased emotional responses under the "sad narrative" condition (Vuoskoski 
& Eerola, 2013). However, despite this effect on emotional response, there was no 
significant difference in excerpt liking between the two narrative conditions. In a 
separate study, participants heard music excerpts, paired with information about the 
composer's intent (Margulis, Levine, Simchy-Gross, & Kroger, 2017). Three intention 
types were used: positive intent, negative intent, and neutral intent, reflecting positive, 
negative, and neutral emotions or ideas, respectively. Excerpt-positive intent 
information pairs were rated as happier, and excerpt-negative intent information pairs 
were rated as sadder, suggesting that information which allows for empathy with a 
composer's intentions changes musical experience. Moreover, positive intent 
information increased participants' ratings of enjoyment, although a similar effect was 
not observed for negative intent descriptions. These results reflect the importance 
concertgoers have identified in interviews on feeling engaged with music, and 
connected to performers (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). Programs 
that contain the appropriate information may enhance listeners' emotional responses, 
and for some types of music, even their enjoyment. 
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Programs' effects on musical experience are not always positive. Margulis (2010) 
reported that program notes had a negative effect on musical enjoyment. Music novice 
participants in this study listened to Beethoven string quartet excerpts, accompanied by 
either dramatic descriptions, structural descriptions, or no description. Results indicated 
a significant negative effect of both descriptive types on participants' enjoyment. It is 
possible that these contradictory results arise in part from Zalanowski's use of 
programmatic music (being purpose-written to convey narrative) and story programs, 
compared to Margulis' employing of "absolute music" stimuli. Margulis' custom written 
descriptions, while written in an accessible style which eschewed the need for musical 
training, did focus on technical concerns, evident even in those specified "dramatic": 
"Structural" description 
"This piece begins with a series of slow, sustained chords that grow louder 
and achieve resolution. Across the course of these chords, the melody first 
slowly rises, and then slowly falls. After the point of resolution, the slow 
chords begin again, but with a new, faster-note melody sounding high above 
them." 
 
"Dramatic" description 
"The opening evokes a deeply-felt hymn; it is as if we are hearing not the 
hymn itself, but rather the sounds of the hymn filtered through the ears of 
someone passionately connected to it. The melody that breaks away on top 
of the hymn seems to be expressive of this person’s emotional reactions to 
the music." 
Analytical musical knowledge has been reported to produce no significant increase in 
enjoyment of music (Halpern, 1992; Price & Swanson, 1990; Prince, 1974). However, 
the negative effect observed by Margulis was not expected. Margulis theorized three 
explanations for this surprising result. It was possible that participants sought to 
immerse themselves in music excerpts, but found this process obstructed by 
descriptions. Alternatively, it was possible that programs forced unwanted interpretive 
restrictions on listeners, by forcing them to "listen through someone else's ear". The 
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final possibility was that reading descriptions may have been unpleasant for participants, 
to the point where subsequent listening was negatively affected.  
 
Bennett and Ginsborg (2017) found that programs changed the way participants listened 
to music excerpts when heard twice (with programs given after the first hearing). Less 
than half the participant group (39%) reported a positive effect of programs, however. 
Interpretations suggested by programs were frequently rejected by regular concertgoers 
or musicians, in favour of retaining personal interpretations. This recalls Margulis' 
(2010) hypothesis that some listeners prefer freedom of response over the information 
programs provide. Interviews with first-time concertgoers have identified similar 
divisions, with some interviewees believing programs enhanced experience, and others 
believing information limited freedom of response, or presented a distraction (Dobson 
& Pitts, 2011). These results suggest a diverse range of informational preferences exist 
amongst readers of programs, particularly regarding content suggesting interpretive 
approaches to music. 
 
Programs may positively affect newcomers' experiences of Western art music. In a 
study of children participants at a music performance, programs increased attention and 
understanding ratings (Margulis, Kisida, & Greene, 2013). The authors theorized that, 
lacking familiarity and context due to their age, these listeners found programs provided 
"conceptual scaffolding". These participants may have appreciated the "in-roads" 
programs provide, to process and absorb performances. Adult first-time attendees have 
mirrored this idea in interviews, expressing enthusiasm for programs and other 
information which assists with understanding and attention (Dobson, 2010; Dobson & 
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Pitts, 2011; Kolb, 1999). Margulis, Kisida, and Greene (2013) also found that 
enjoyment ratings increased for a particular sub-group of participants that virtually no 
prior experience of Western art music. The authors proposed that, in the absence of any 
prior experience, these listeners' enjoyment may be positively affected by programs. 
This is also reflected in interviews with adult first-time concert attendees, who believe 
programs enhance their enjoyment (Dobson, 2010; Dobson & Pitts, 2011; Kolb, 1999). 
 
Differences in each study's program materials may also help explain the contrasting 
results. For example, the Margulis (2010) programs, featuring structural or dramatic 
descriptions, are notably different from the performer and instrument background 
programs used by Margulis, Kisida, and Greene (2013): 
"This piece begins with a series of slow, sustained chords that grow louder 
and achieve resolution. Across the course of these chords, the melody first 
slowly rises, and then slowly falls. After the point of resolution, the slow 
chords begin again, but with a new, faster-note melody sounding high above 
them." – Structural description (Margulis, 2010) 
 
"The opening evokes a deeply-felt hymn; it is as if we are hearing not the 
hymn itself, but rather the sounds of the hymn filtered through the ears of 
someone passionately connected to it. The melody that breaks away on top 
of the hymn seems to be expressive of this person’s emotional reactions to 
the music." – Dramatic description (Margulis, 2010) 
 
 
"Musician Eileen Ivers played the fiddle as a child. While still a teenager, 
she won many important Irish music awards. The daughter of Irish 
immigrants, Eileen grew up near New York City in a neighborhood of 
people from around the world. Every summer, she would go to Ireland to 
see her grandparents. These trips deeply connected her to her Irish 
heritage. She loved the people, the music and even the soft, muddy earth of 
Ireland known as a bog. 
  
Eileen’s band is called Immigrant Soul. The band has four musicians who 
play familiar instruments like guitars, basses, drums, keyboards and 
harmonicas. They also play Irish instruments like the Irish bouzouki and 
bodhran as well as African drums. Their music brings traditional Irish 
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music together with rhythms and sounds from the American art forms of 
jazz, blues and rock-and-roll. 
 
The Irish made a big difference in the United States and Arkansas. The first 
Irish immigrants arrived more than 200 years ago and brought their fiddles 
with them. Many arrived in Philadelphia and were early settlers in 
Pennsylvania, Maryland, Virginia, Tennessee, the Carolinas, and Arkansas. 
These immigrants literally saved Irish music from oblivion. In their 
homeland, there was prejudice against Irish culture and the desire to 
destroy its traditions. It’s because of Irish immigrants in North America that 
the world can still enjoy traditional Irish music today". (Margulis et al., 
2013) 
The program given to children was described as containing "explicit information about 
the performance and its significance." With a focus on the personal and historical 
background of the musicians and music, this information provided opportunities for 
listeners to connect with and understand performers, and contextualise what is 
performed. Engagement, context, and connection are appreciated by audiences, 
particularly newcomers, such as the child participants under consideration (Dobson, 
2010; Dobson & Pitts, 2011; Kolb, 1999). This may explain increases in participants' 
understanding and attention when given these programs. Additionally, the sub-group 
where programs positively affected enjoyment was comprised of Hispanic immigrants. 
The program's repeated mention of Irish immigrants, and the influence of these 
immigrants on the performers involved in the study, may have provided an additional 
avenue of connection between performers and Hispanic immigrant listeners. By 
contrast, the dramatic and structural programs provide little opportunity for 
engagement, context, or connection, which may have contributed to their negative effect 
on enjoyment.  
 
Precisely how programs interact with musical experience remains unclear. Certain types 
of program information may positively affect understanding (Margulis et al., 2013; 
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Zalanowski, 1986), emotional response (Margulis et al., 2017; Vuoskoski & Eerola, 
2013), and  enjoyment, especially for specific listeners (Margulis et al., 2013; Margulis 
et al., 2017). However, negative effects of programs on enjoyment have also been 
observed (Bennett & Ginsborg, 2017; Margulis, 2010). The differences in the types of 
programs (structural, narrative, emotional, dramatic), participants (children, adult 
regular concertgoers, adult concert novices), and music excerpts (programmatic, 
abstract, vocal) makes comparison of these findings difficult. The capacity for 
appropriate program information to positively influence understanding (Margulis et al., 
2013; Zalanowski, 1986) and emotional response (Margulis et al., 2017; Vuoskoski & 
Eerola, 2013) appears clear, although evidence for a similar effect on enjoyment is 
mixed (Bennett & Ginsborg, 2017; Margulis, 2010; Margulis et al., 2013; Margulis et 
al., 2017).      
 
 24 
3 Aims of this thesis 
Music performances are a multi-sensory phenomenon, encompassing visual, 
experiential, and psychological factors, in addition to aural input. The information 
audience members have about a performance has the potential to be a positive extra-
musical influence on musical encounters. Information can affect perceptions of 
performer quality (Duerksen, 1972; Kroger & Margulis, 2016), how connected and 
engaged audiences feel (Dobson & Pitts, 2011; Kolb, 1999; Pitts & Spencer, 2008), and 
listeners' understanding and emotional response to music (Vuoskoski & Eerola, 2013; 
Zalanowski, 1986). How audiences respond to performances depends in part on how 
listeners are primed, and prepared, and programs represent an opportunity for such 
preparation. 
  
Program notes are ubiquitous at Western art music concert halls around the world, but 
the exact nature of their role in musical experience remains unclear (Bennett & 
Ginsborg, 2017; Margulis, 2010). Questions persist over their necessity, their 
contributions to concert-going experience, and the extent to which audiences desire 
them. For such a common part of live musical experience, program notes have little 
concrete evidence of their contributions to music engagement. Studies of regular 
Western art music listeners and music novices indicates differences in their experiences 
and enjoyment of such music (Dobson & Pitts, 2011; Kolb, 1999; Pitts & Spencer, 
2008). This suggests further research into the informational requirements of different 
audience types is also required. 
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This thesis compares the findings of existing program research, and builds on this 
through two studies of its own. The first study features a series of interviews, and 
explores participants' ideas about programs, and how each interviewee believes 
programs affect their encounters with music. The second study investigates the effect of 
program notes on participants' responses to music excerpts. Each study features an equal 
number of musician and music novice participants, in order to identify the preferences 
and needs of each group. Through these studies, this thesis aims to increase 
understanding of how programs affect music listening, and use this understanding to 
enhance the efficacy of programs in future musical encounters.  
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4 Study 1: Talking Programs 
4.1 Introduction and aims   
Programs are a regular feature of Western art music concerts, given to concertgoers with 
the assumption that programs are desired by audience members, and contribute to 
positive musical experiences (Margulis, 2010). Research into the effect of programs on 
music listeners' responses has returned mixed results (Margulis, 2010; Vuoskoski & 
Eerola, 2013; Zalanowski, 1986). Moreover, studies examining regular and new 
concertgoers' attitudes to and experiences of music performances indicate these two 
groups often have different attitudes to concerts, and may require different types of 
information or attention (Dobson & Pitts, 2011; Kolb, 1999; Pitts, 2005, 2016).  
Understanding how programs are conceptualised by different audiences, and how 
information interacts with musical experience, requires further consideration. 
 
This study uses interviews to explore musicians' and music novices' conceptions of 
programs. The interview format allows participants to express their opinions with 
relative freedom, and also encourages wide-ranging discussion of multiple topics. It 
aims to identify what program content is popular and why, and to evaluate programs' 
contributions to musical experience. It also makes preliminary efforts towards 
understanding how programs may be improved, to increase their effectiveness and 
appeal to audiences. The study will help understand the informational desires of existing 
and potential concertgoers, and inform future studies of how programs, listeners, and 
music interact during musical experiences. 
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4.2 Method 
4.2.1 Participants 
The 16 participants (five male) interviewed for the study were between 18 and 50 years 
old, with an average age range of 18-25. Eight were either professional musicians or in 
training towards a musical career. These participants all had more than 11 years of 
musical training, were frequent concert attendees (averaging more than 10 in the last six 
months) and frequently listened to Western art music recordings (at least once a week). 
The remaining eight participants were “music novices”, with little or no music training 
(averaging under five years), attended concerts infrequently (fewer than five in the 
previous six months, on average), and rarely listened to recordings of Western art music. 
 
Participants were recruited by flyers or emails soliciting for a study exploring the 
impact of extra-musical information on audience reception and engagement with music 
performance. 
 
4.2.2 Materials 
Participants answered a set series of questions (see Appendix B). Verbal responses were 
provided for the open-ended questions, with these being recorded either on a Creative 
ZEN mp3 player, or an Apple iPhone 4. Some questions were open-ended, in order to 
allow for elaboration should participants feel so inclined. Others required participants to 
provide "yes/no" responses, or to rank elements within a given list. 
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Elaboration was encouraged wherever participants felt appropriate, and this 
occasionally led to the discussion of tangentially related areas. 
 
4.2.3 Data Analysis 
During analysis of interview responses, a number of themes and topic areas emerged. 
These were categorised and examined, with differences between participant groups 
noted and explored, where appropriate. 
 
Quotes from participants have been included, where appropriate, to allow their voices to 
shine through. 
 
4.3 Results 
4.3.1 "What is a program?": Participants' initial thoughts 
The opening question ("What does the term "program" mean for you?") explored 
participants' initial thoughts regarding programs, within the context of Western art 
music. All agreed that it was a paper document disseminated at concerts. Beyond this, 
however, novice and musician conceptions of programs diverged. Novices' initial 
conceptions of programs were quite simplistic; programs contained "the pieces, what's 
going on, the performers, the intermission. That's about it." (P.15, novice).  
 
For musicians, the term "program" encompassed more, and signified greater depth of 
purpose. Programs could provide guidance which helped enhance listening experiences, 
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in addition to the general and performer-related information mentioned by novices. 
Musician participants conceived of such guidance-content in various ways. One 
example provided was information helping with understanding composers' intent, or 
context. Programs could also help participants adopt an appropriate listening approach. 
For these participants, programs provided more substantial contributions, and had the 
potential to influence the actual concert experience. 
 
Four broad categories were identified in analysis of participants' responses: General 
Information (information about a concert's sponsors/upcoming performances/sponsors 
etc), Performer-Related (names/biographies/etc), Contextual (background/musicological 
information about pieces), and Guidance (information aimed at facilitating 
understanding the music's meaning or purpose). Figure 1 displays these groupings of 
musician and novice descriptions: 
 
Figure 1: Participants' responses to "What does the term "program" mean for you?" 
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All participants expected programs to contain "General Information" about a concert. 
This category encompassed names of works being performed, outlines of works, the 
duration of pieces, and interval times.  
 
"Performer-related" information was mentioned by 11 participants (six novices) as 
information they would expect to see in a program. This included performers 
biographies, and their career highlights and achievements. 
 
For six participants (five musicians), the term "program" was associated with the 
provision of "Contextual" information. Such content provided insight into 
compositional motivation, the historical backdrop behind musical works, and other 
similar information:  
"It's the bit of paper you get at the start of a concert that lets you know [...] 
what the composer's thoughts were at the time of writing it." (P.9, musician) 
 
"[Programs] can involve compositional history and background of pieces, 
[...] and performance history." (P.5, musician) 
 
Four musicians associated the term "program" with guidance. A program could explain 
the meaning of music being performed, where "meaning" was sourced from, or based 
upon, composers' intentions, where recorded and available, or were "one musicologist's 
opinion as to how the piece should (A) best be listened to, and (B-i) be best interpreted 
within isolation and (B-ii) within the broader context of the work" (P.10, musician). 
 
The two participant groups thus have different immediate ideas concerning programs. 
While several novices, during the course of their interviews, expanded on their 
conceptions of programs – highlighting similar functions of programs to those raised by 
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musicians – their immediate conceptualisations were more simplistic than their 
musician counterparts. 
 
4.3.2 Demand for programs among participants 
When asked if they would want programs at concerts, all participants, both musicians 
and novices, responded enthusiastically, from "I'll go out of my way to get [a program]" 
(P.9, musician), to the unequivocal "yes, always" (P. 15, novice). Having to pay for a 
program was generally not a deterrent, with 14 participants saying they would spend 
money to buy one. The additional cost was considered worthwhile; in the words of a 
novice participant, "once you're there, you might as well get the full experience" (P. 15, 
novice). 
 
In explaining their desire for programs at concerts, all participants expressed the belief 
that program notes enhanced music listening, that "reading the program at a concert 
contributes to a fuller experience" (P.10, musician). Responses varied regarding the 
ways programs enhanced experience, and fell into four broad categories: Extra-Musical 
reasons, Attention and Focus reasons, Understanding and Engagement reasons, and 
Audience-Member Preparation reasons. Figure 2, below, displays these responses.  
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Figure 2: Areas where programs enhanced musical experience 
 
Attention and focus reasons provided the most motivation for both musicians and 
novices to want programs. Audience preparation as a motivator was heavily novice-
favoured, and musicians alone had extra-musical reasons for appreciating programs.  
 
4.3.2.1 Attention and Focus 
For 12 participants (six musicians), programs helped direct attention and maintain 
focus. A program could help "focus [their] attention lest [they] drift off" (P.1, 
musician), for example, or "help sustain [a listener] through boring patches" (P.2, 
musician) of performances.  
 
4.3.2.2 Understanding and Engaging 
Nine participants (five novices) valued programs for assisting them in "understanding 
and feeling the music" (P.7, novice) being performed. Musicians and novices spoke of 
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programs informing them what pieces being performed are "about", the musical 
intentions of composers, or providing an idea of the music or composer's historical or 
biographical context. Such background was valued for helping participants "understand, 
and connect, better" (P.15, novice). Programs could also enable "a more comprehensive 
experience" (P.14, novice), through assisting the reader by guiding their appreciation. 
 
One novice participant described his experience of informative program notes at an 
unfamiliar concert. While attending a performance of extracts from the musical "Les 
Miserables", he was unaware of the underlying historical context (the French 
Revolution and subsequent social upheaval) and was confused by the songs, emotions, 
and events portrayed on stage. At the end of the concert, he read his program, which 
provided the true context of the works. This "changed [his] thinking about it", and his 
understanding and experience of the music was in turn transformed on his next listening 
(P.15, novice). 
 
4.3.2.3 Preparation 
For five participants (four novices), programs helped them prepare them for concerts, by 
helping them "know what to expect" (P.16, novice). For some participants, 
"Preparation" encompassed having a basic outline of what works were being performed 
and the performers involved. Others had more pragmatic motivation for wanting 
programs; one participant mentioned wanting to avoid clapping between movements, if 
the music performed was unfamiliar. Programs, for these participants, prepared 
expectations, and helped prevent faux pas; this reflects the findings of other studies 
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exploring audiences' (particularly newcomers) anxiety over what to expect, and how to 
behave (Dobson and Pitts, 2012; Kolb, 2000; Thompson, 2007). 
 
4.3.2.4 Extra-Musical 
Four musicians discussed wanting programs for extra-musical reasons. For some, value 
lay in “programs as mementos” (P.4, musician), and in “having something to take back” 
(P.3, musician). Programs at concerts served as souvenirs, tokens to be saved upon 
performances' conclusions, in memory of attendance. For others, programs were valued 
for their provision of reading material; “I like to read” (P.1, musician), said one 
participant. These responses suggest programs have functions outside of their role 
within the concert hall. The desire to commemorate concert attendance, expressed by 
these participants, also highlights the difference in attitudes towards such musical 
events held by musicians and novices. 
 
4.3.3 Participants' interest in program information 
Participants discussed what program information interested them. Five informational 
categories emerged from responses: Pragmatic, Performer-centric, 
Composer/Composition-centric, Understanding/Engaging-centric, and Miscellaneous, 
as displayed in Figure 3:  
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Figure 3: Participants' informational interests 
 
4.3.3.1 Performer-related information 
Eight participants (four novices) expressed interest in programs' provision of performer-
related information. For musicians, this interest was partly driven by professional 
curiosity: “I […] appreciate reading performers’ biographies, which probably relates to 
me being a musician myself.” (P.3, musician). Musicians were intrigued by details 
typically found in a resume; they wanted to know "where [a performer] is from, what 
his training is, what the approach might be" (P.13, musician). Novices expressed more 
interest in the performer as a person – "what [the performer's] interested in, what 
[music] he likes to play" (P.12, novice). 
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4.3.3.2 Composer/Composition-centric information 
12 participants (six musicians) appreciated information which provided insight into how 
and why pieces were composed. The compositional and wider historical backdrop of 
musical works mattered as well. These interviewees appreciated program information 
which helped understand the context of a composition's creation. 
 
4.3.3.3 Understanding/Engaging information 
Seven participants (six novices) appreciated programs for their provision of information 
which helped understand or engage with music. Knowing the narrative underpinnings of 
a piece, being aware of composers’ intended messages, and having the means to 
corroborate interpretations during performances were important in the concert listening 
experience.  
“[In a program], I like the narrative - a general description of the piece. A 
general idea and feel of how the song is going to be played. I can then say 
"oh, that's a new take" or "that's a bad take.” (P.12, novice) 
 
"I like to read about the performer. Details about the piece's background as 
well - why the composer wrote it, for what occasion, for which instruments 
etc, whether it has evolved over time (through transposition etc). Narrative 
details also interest me. These guide me towards understanding of the 
music, and I find when my own response to music matches what a program 
has indicated is a "correct" response, I feel particularly satisfied."(P.8, 
novice) 
 
Programs enabled them to feel confident responding to what they heard, through the 
provision of necessary information. 
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4.3.3.4 Pragmatic information 
Seven participants (four musicians) mentioned the value of programs for pragmatic 
reasons. Pragmatic content included information such as the length of a concert or 
individual pieces, when intervals would occur, the number of movements in different 
compositions, and "a basic desire to know where [the participant] is up to in a 
performance" (P.1, musician). One participant was particularly emphatic about the 
importance of perfunctory information, saying "the main reason I get the program is for 
the list, the duration of the pieces." (P.9, musician). The value of such information 
likely lies in its facilitation of familiarity, comfort, and confidence to act "appropriately" 
as an audience member, discussed above (Dobson and Pitts, 2012; Kolb, 2000; 
Thompson, 2007). 
 
4.3.4 Participants' preference rankings for program information 
Participants ranked their preferences for types of information in programs. These 
rankings built on participants' discussions of interest by providing further insight into 
participants' preferences. Table 1 shows the average rankings by musicians and novices: 
Table 1: Participants' rankings of program information 
Information category Musicians' average Novices' average 
Historical background of music 1 2 
Narrative details of music 2 1 
Composers' backgrounds 3 3 
Compositional/structural analysis 4 5 
Performers' biographies 5 4 
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Musician and novice groups displayed minor differences in their rankings, which 
reflected their responses discussed above. Novices valued narrative (or "guiding") 
content more than information historical background, while musicians' ranked these in 
reverse. Similarly, novices were more interested in performers' biographies (mirroring 
the interest in performers as people discussed in section 4.3.5.3) than in analysis of the 
music being performed; musicians again ranked these in reverse, suggesting a 
preference for analytical insight over details about the musicians involved in performing. 
Composers' backgrounds were ranked third for both participant groups. 
 
4.3.5 Programs' role in validating responses to music 
Five participants (three novices) discussed how programs helped in assessing 
performances. For these participants, a program could describe what a performer aimed 
to achieve in-concert, meaning listeners could "then say "oh, that's a new take" or 
"that's a bad take"" (P.12, novice). By giving audiences insight into what musical goals 
were being targeted, audience members could evaluate if these goals were met. 
 
Novices spoke of programs assisting in validating their responses to music: 
"Narrative details also interest me. These guide me towards understanding 
of the music, and I find when my own response to music matches what a 
program has indicated is a "correct" response, I feel particularly satisfied." 
(P.8, novice) 
 
In a similar vein, programs could also aid novices in assessing the skill of the 
performers they watched. Programs, through "giving meaning to what [audiences are] 
watching, help [listeners] know if [performers] are any good." (P.16, novice). 
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4.3.6 Problems with programs  
During interviews, participants discussed how programs may negatively affect 
experiences, and ways in which programs could be improved. These included concerns 
over memory and retention of program information, and the potential for programs to 
interfere with, or otherwise limit, listeners' individual responses to music. 
 
Program note content was difficult to fully absorb and retain for some participants: 
“One read-through is never enough to retain all the information.” (P.1, musician). 
Twelve participants (six musicians) said they read their programs before performances, 
but also in the middle of them, “to remind [themselves] of what to listen out for.” (P.2, 
musician). This was seen as an imperfect solution, given that it distracted from total 
focus on the performance. The possibility to memorise program content was raised by 
some participants, but ultimately dismissed as too difficult and imperfect a solution. 
One participant (P.11, novice) remarked that improvements to programs, which made 
information retention easier, would enhance her concert experience. 
 
Two musician participants raised the potential for programs to exert unwanted influence 
on their listening experience. "Contaminate", "interfere", and "detract" were amongst 
the words used in describing this effect, suggesting these interviewees' strength of 
opinion. These musician participants, given their training, and familiarity with such 
music, preferred greater freedom of interpretive response over programs' provision of 
guidance or direction: 
"I have usually read the first third to half of each piece's program before a 
piece is performed. Generally that works well because it doesn't get to the 
structure and form of the piece, it doesn't "contaminate" my responses to the 
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piece, it's usually just historical and composer background stuff." (P.10, 
musician) 
 
"[Music is] the only art that can really get under your skin, so to interfere 
with that, with your own little commentary under the background while the 
music is going on, it sort of detracts from the whole experience." (P.13, 
musician) 
 
The concerns these participants raised did not dissuade them from wanting programs. 
Indeed, these participants, as with all the others interviewed, were very positive in their 
attitude towards program notes. Rather, these areas presented opinions on areas in need 
of improvement or change. 
 
4.3.7 Alternatives to traditional program notes 
14 participants (eight musicians) had encountered alternatives to printed programs at 
concerts. Three categories were discussed: pre-concert lectures, performer introductions, 
and multimedia presentations (see Figure 4, below): 
 
Figure 4: Participant exposure to program note alternatives 
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All of these participants had experienced spoken introductions by performers in 
concerts. Pre-concert lectures and multimedia presentations, however, were concepts 
familiar only to musician participants. Seven musician participants recalled 
experiencing pre-concert lectures, and four had been exposed to multimedia 
presentations during concerts.  
 
Ten of these participants elaborated on their experiences, with all elaborations being 
positive. Spoken introductions by performers were popular with all ten participants. 
These "verbal programs" bridged the gap between musicians and audiences, through 
creating a more personal, intimate atmosphere within a performance venue: 
“I particularly appreciate performers verbally introducing their pieces – it 
tends to break the ice, and makes the whole experience more engaging and 
personal.” (P.4, musician) 
 
“I’m familiar with performers verbally introducing works. This creates a 
bonding experience between performer and audience.” (P.6, novice) 
 
One participant found spoken introductions assisted with memory: 
 “I find I tend to retain more if I’m spoken to.” (P.10, musician) 
 
One novice participant's positive opinion regarding spoken introductions deserves 
reproduction in its entirety: 
“Spoken introductions - yes. I think it's good. It's better than a printed 
program in these ways: when he introduces, everybody is listening. Your 
attention is focused straight on the performance. There's no dissonance, in 
the sense that you're checking back. He introduces, and then it goes straight 
into the performance. Everything is still fresh in your mind. So if he's 
painting a picture for you, you keep that mental image. You pause the film, 
then play the music straight away.” (P.15, novice) 
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For this participant, the typical programs, being read before a performance, require 
listeners to read, wait for performers to enter and set up, and only then begin listening. 
This forces an attention shift, from page to stage, and also introduces a lull in activity, 
between finishing a program and waiting for music to begin. Performer introductions 
are superior to paper programs in that attention remains focused on stage, and a 
relatively seamless transition from introduction to performance occurs. 
 
Seven musicians had attended music performances with pre-concert lectures, all leaving 
with favourable impressions. Pre-concert lectures were praised for providing substantial 
information, more than could be successfully contained in a program, and were a "very 
effective format" (P.5, musician). One of these seven musicians believed pre-concert 
lectures may be even more useful for music novices; however, none of the novices 
interviewed had any experience with such lectures, with only one participant having 
heard of the format.  
 
Three musicians had encountered multimedia presentations at concerts, with mixed 
responses. Two of these participants appreciated the novelty factor inherent in this less 
common format. One went further, discussing a particularly effective instance of 
multimedia use, where the additional input enhanced their musical experience (P.3, 
musician). The third participant preferred focus to remain on music, unless a concert is 
intended to be "an all-round experience", rather than an exercise in pure listening (P.13, 
musician). This interviewee believed extra-musical influences on compositions should 
be suggested by music, rather than explicitly presented prior to performance.  
 43 
4.4 Discussion 
This interview study investigated how musicians and music novices conceive of 
programs, and how these participants believe programs affect musical experience. Their 
responses indicate programs are in demand, and popular with both participant groups. 
Musicians and novices thought differently about programs in some areas, and 
demonstrated differences in informational preferences. Interviewees identified areas 
where programs could be improved, including the ease of digestion and retention of 
information, and the potential to negatively affect individual responses to music.  
 
All participants believed programs played a role in facilitating musical experience, and 
unanimously desired programs when attending concerts. Participants believed programs 
provided assistance with directing attention and focus, provided insight into appropriate 
listener responses, or helped assess the quality or accuracy of a performance. Novices, 
despite their stated belief in programs' positive contributions, had comparatively simple 
initial conceptions of programs. More complex, elaborate concepts emerged as 
interviews progressed. This phenomenon may be in part due to the lack of familiarity 
novices feel in relation to Western art music, noted elsewhere (Dobson & Pitts, 2011; 
Kolb, 1999); this unfamiliarity may impede discussing or analysing issues related to 
music. First-time concertgoers are concerned they lack "special knowledge" when it 
comes to Western art music, and desire interpretive guidance (Dobson & Pitts, 2011; 
Kolb, 1999). Encouraging novices to make more immediate associations between 
programs, knowledge, and guidance may positively impact their musical experiences. It 
may also be that what novices desire in a program is not necessarily what they expect 
within one; that is, novices may have found programs often lack the information they 
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would prefer. This may explain novices' relatively simple responses regarding what a 
program is, compared to their more complex answers about what they appreciate and 
enjoy. The unanimous enthusiasm for programs amongst participants is an endorsement 
for continuing the practice of providing programs at concerts. It also underscores the 
need  for further research into how programs affect experience. Given that programs, if 
available at performances, will be sought out by attendees, musicians should ensure 
programs provide the most useful, concert-enhancing information possible. 
 
Participants most desired information which facilitated musical engagement. While 
interviewees' preferences dictated what type of engagement-focused program content 
they favoured – performers' taste in music, composers' motivations, extra-musical 
inspirations for compositions – the desire to more meaningfully connect with music and 
a performance was a unifying theme. The importance of feeling engaged by music has 
been noted in numerous studies of both regular and first-time concertgoers (Dobson, 
2010; Kolb, 1999; Pitts, 2005; Thompson, 2007). Participants in these studies spoke of 
valuing a sense of connection with performers, and with the music being performed. 
The present study's participants' responses suggest feeling engaged in a concert setting 
may be achieved through information. This ability of programs to create a sense of 
connection with performers, composers, and music itself presents musicians with 
additional means to provide satisfying musical encounters. Indeed, understanding 
composers' intent, and being able to engage with a composition's narrative, has been 
observed to positively affect emotional response and enjoyment (Margulis et al., 2017; 
Vuoskoski & Eerola, 2013). Moreover, it affords musicians an additional tool for 
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connecting with new audiences, in light of the importance first-timers place on feeling 
engaged in Western art music concerts (Dobson, 2010; Dobson & Pitts, 2011).  
 
Pragmatic information was appreciated by many participants, and likely contributes to 
establishing expectations, comfort, and for novices, reducing anxiety. Simple details 
such as performers' and composers' names, titles of pieces and the order in which they 
would be performed, along with when intervals would occur told interviewees what to 
expect in a performance. Such information helps listeners orient themselves, and 
fulfilled "a basic desire to know where [they are] up to in a performance" (P.1, 
musician). Regular concertgoers appreciate feelings of surety and familiarity (Pitts & 
Spencer, 2008; Thompson, 2007), and novices, in the absence of these feelings, 
experience discomfort and anxiety (Kolb, 1999). In addition, novices experience anxiety 
over potentially making mistakes, such as clapping at inappropriate moments (Dobson 
& Pitts, 2011). Elementary, pragmatic information, which is not necessarily at the 
forefront of research or consideration of programs, may help ensure enjoyable 
experiences, simply by telling audiences who and what is being performed, and when 
they may go to the bathroom.  
 
For novices, programs assist in validating their responses to music. Being unsure of 
their ability to respond "correctly" to music, novices appreciated how programs 
corroborated and affirmed participants' interpretations of what they heard. Feelings of 
understanding appear to contribute to these participants having enjoyable experiences, 
which   corresponds with other studies drawing a link between understanding and 
pleasurable aesthetic encounters (Millis, 2001; Russell & Milne, 1997). These 
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interviewees wanted to understand what they heard at concerts; moreover, they sought 
to confirm that they were correct in their understanding. Novice participants expressed 
this clearly, reflecting a relative lack of confidence in their individual ability to 
accurately interpret what they heard. This uncertainty mirrors that expressed by 
participants in studies of first-time concertgoers' experiences; these interviewees 
believed they required external resources to guide and confirm their responses to music 
(Dobson & Pitts, 2011; Kolb, 1999; Pitts, 2016). 
 
Musicians and novices displayed differences in their informational preferences. Some of 
these may be understood as a function of their training or familiarity with music. 
Musicians wanted to know about performers' training and professional background, for 
example, while novices enjoyed reading about more personal information, such as what 
types of music a performer might particularly enjoy, and motivations for a performer's 
repertoire choices. Compositional analysis was also rated more interesting by musicians 
than novices, again most likely due to the former's training. Where possible, these 
differences should be taken into account during preparation of programs. A possible 
means of addressing these differences would be developing new approaches to program 
design, in order to facilitate readers' identification of information which interests them. 
 
The role programs played in some participants' assessment of performers is of particular 
interest to performing musicians. Interviews with novices indicate that for some, 
programs shape their opinions of whether a performer is "any good", independent of 
actual performance. This reliance on programs for evaluation of performers likely stems 
in part from novices' lack of confidence in their ability to independently appreciate 
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Western art music (Dobson & Pitts, 2011; Kolb, 1999). It also reflects research 
describing how expectations regarding musical ability affect listeners' responses to 
performances (Duerksen, 1972; Kroger & Margulis, 2016). These studies' participants, 
much like the novices interviewed here, had their opinions of performers influenced by 
information regarding the performers' training. Musician interviewees did not explicitly 
state that programs helped them assess performers' competence. However, they did 
express interest in reading about musicians' professional training, information which has 
a significant effect on subsequent assessments of quality in musical performances 
(Duerksen, 1972; Kroger & Margulis, 2016). For some audiences, the perceived success 
of performances can be positively affected by programs' content, before a single note of 
music is played.  
 
Two musicians believed programs could restrict individual response to music. 
Information which gave narrative outlines, suggested meaning or emotions, or 
otherwise attempted to direct listeners' attention was not welcomed by these 
participants, who valued instead freedom of individual experience. This desire to avoid 
being directed towards specific musical interpretations has been identified elsewhere, in 
interviews with composers (Blom et al., 2016). Some composers preferred to guide 
listeners, through programs, towards a general idea or response, without attempting to 
limit listeners to a narrow range of interpretive possibilities. Novices, perhaps in 
keeping with their welcoming of guidance expressed elsewhere in the interviews, had 
no such reservations. This reflects findings which suggest more experienced music 
listeners may prefer their own interpretive responses to music, over those suggested by 
programs (Bennett & Ginsborg, 2017), as they have confidence in their abilities to 
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engage and understand unassisted. Both of these participants, while wishing to retain 
their interpretive freedom, appreciated the contributions of programs in other areas. 
These included performers' biographies, composer and historical background, and titles 
of pieces being performed. Programs with clearly labelled, distinct categories may be a 
viable approach to catering for such readers. This would allow them to navigate 
program content with ease, selecting the information they appreciate, while avoiding 
any they believe would interfere with their responses to music. 
  
Program information, while helpful, can be difficult to remember, thus distracting music 
listeners during performances. The majority of participants discussed needing to return 
to their programs during performances, to remind themselves of what they had read; 
program information therefore inadvertently becomes a distraction, as well as an 
interpretive aid. Half-remembered program content appears to create a distracting 
mental itch in these interviewees, which can only be addressed by diverting attention 
from listening, to reading. This is likely to affect novices in particular, given novices' 
concerns over needing guidance and special knowledge to correctly engage with 
Western art music (Dobson & Pitts, 2011; Kolb, 1999). Such anxiety may heighten the 
urge to confirm poorly recalled program information, through re-reading. Participants 
suggested making programmatic information easier to remember, to alleviate the 
distraction caused by needing to re-read during performances. Exactly what may be 
improved, either in format of programs, or in the delivery mechanism of information, 
remains to be explored. 
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Professional musicians continue to explore new ways of attracting and engaging with 
audiences (Brown, 2004; Brown & Bare, 2003; Whitaker & Philliber, 2003). All 
musician participants, and most novices, had encountered examples of these novel 
approaches, including pre-concert lectures, multimedia presentations, and performer 
introductions. When comparing these to traditional programs, participants favoured 
options which presented information in an easily-recalled format, and which helped 
establish a more personal, intimate atmosphere, connecting performers and listeners. 
Memorisation of information, discussed above, was considered easier by some 
participants when performers verbally introduced pieces. Interviewees also believed an 
intimate atmosphere, and a sense of musician-audience connection (both identified as 
important in studies of regular and first-time concertgoers (Dobson & Pitts, 2011; Pitts, 
2005; Pitts & Spencer, 2008; Thompson, 2007)) was created or enhanced by performers 
speaking to their audiences, either in introductions of pieces, or pre-concert lectures. 
Multimedia presentations were only familiar to a few participants, who believed these 
could positively contribute to musical experience, provided the presentations enhanced, 
without overshadowing, performances. Regardless of the approach utilised, what 
participants most appreciated were methods that increased their sense of engagement 
with a performance, and aided their understanding and processing of useful information. 
 
The results of this interview study indicate that demand for programs is strong, and that 
music audiences seek in programs a mix of practical and engagement-enhancing 
information. Responses from participants indicate enthusiasm for information about 
narrative, performers, and composers' intent, each of which has been observed to 
positively enhance aspects of musical experience (Margulis et al., 2013; Margulis et al., 
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2017; Vuoskoski & Eerola, 2013; Zalanowski, 1986). Musicians and novices have some 
differences in informational preference, but variance exists within each of these groups, 
as well. Participants also experienced difficulty remembering program content, creating 
potential distractions during listening, and expressed desire for more easily absorbed 
and retained programs. There is thus a need to further investigate information 
preferences, to understand how each category of information affects music listening, 
and to explore how program design can be improved.   
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5 Study 2: Investigating programs' effects on music listening 
5.1 Introduction and aims 
Programs' influence on musical experience remain unclear, with studies yielding 
various, sometimes contrasting, results. Some suggest programs produce increases in 
listeners' liking or understanding of music (Margulis et al., 2013; Margulis et al., 2017; 
Zalanowski, 1986). Others indicate programs increase the emotional impact of music 
(Vuoskoski & Eerola, 2013). Contrary to the widespread assumption of programs' 
positive contributions, there is even evidence of program notes negatively affecting 
music listeners' experiences (Margulis, 2010). The materials used in these studies vary. 
Programs included dramatic, structural, and story-based programs; music excerpts 
included absolute and programmatic compositions; methodology ranged from 
requesting participant feedback on their experiences, to ones requesting participants' 
ratings of liking, understanding, and attention (Bennett & Ginsborg, 2017; Margulis, 
2010; Margulis et al., 2013; Margulis et al., 2017; Vuoskoski & Eerola, 2013; 
Zalanowski, 1986). Participant selection similarly differs from study to study, with 
musicians used in some, and music novices used in others. This range of methodologies 
makes the task of comparing and evaluating such studies' results difficult. In turn, ample 
room remains for further exploration of the program-musical experience relationship.  
 
The experience of listening to Western art music can vary based on listeners' level of 
exposure. First-time concertgoers report a lack of confidence in their interpretive 
abilities, feel the need for extra guidance, and find such encounters unfamiliar, even 
alien (Dobson & Pitts, 2011; Kolb, 1999; Pitts & Spencer, 2008). Regular attendees, by 
 52 
contrast, feel comfortable in concert environments, and confident in their ability to 
meaningfully engage with what they hear. These feelings of familiarity and surety 
positively enhance their experiences  (Pitts, 2005, 2016; Pitts & Spencer, 2008; 
Thompson, 2007). In light of these differences in the ways regular and new audiences 
approach and engage with Western art music, research into musical experience should 
consider each group separately. 
 
This listening study investigates how story/imagery-based information affects listeners' 
experiencing of programmatic music. It aims to identify any differences between 
musicians and music novices, to examine how increases in program information affect 
their responses to music excerpts, and to enable a better understanding of how programs 
should be conceptualized, constructed, and utilised in music performances. 
 
5.2 Method 
5.2.1 Participants 
Thirty-two volunteers (13 male) took part in this study. Sixteen (three male) were 
classified "musicians", being either graduates of a music performance degree, or 
currently enrolled in one. The remaining sixteen participants (8 male) were classified 
"music novices", and had five or fewer years of basic musical training, none at tertiary 
level. Participants were recruited via flyers or emails inviting them to take part in a 
study of extra-musical information's impact on audience reception and engagement with 
music performance. 
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5.2.2 Materials 
5.2.2.1 Demographic Questionnaire 
Each participant completed a demographic questionnaire, establishing their age, gender, 
level of musical training, frequency of Western art music concert attendance, and their 
music listening habits. 
 
5.2.2.2 Music Excerpts 
Four programmatic musical excerpts, all written for classical guitar, were selected for 
the study. Each was drawn from the music of Australian composer Philip Houghton. 
Guitarist John Williams performed all the excerpts: 
 Stele1  
 Dervish2 
 Bronze Apollo3 
 The Mantis and the Moon4 
 
5.2.2.3 Program Notes 
A title, a program note, and a fake program note was prepared for each excerpt. Titles 
were taken directly from each excerpt's title; program notes were extrapolated from 
                                                 
1
 From the CD "Guitarist", released 2003. Sony Music 
2
 From the CD "Guitarist", released 2003. Sony Music 
3
From the CD "Guitarist", released 2003. Sony Music  
4
 From the CD "The Mantis and the Moon", released 1996. Sony Music 
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composer descriptions accompanying the excerpts' scores. Notes featured primarily 
narrative-based content, and with a general audience in mind; no specific musical 
understanding or training amongst participants was anticipated. Fake program notes 
were created by matching prepared program notes with the wrong musical excerpts.  
 
5.2.2.4 Feedback Questionnaire 
5.2.2.4.1 Questions after each excerpt 
Participants answered questions about their impressions of the excerpt, on a 10-point, 
Likert-like scale (where 1 = very little, and 10 = very much). Impression categories 
included liking, understanding, and interest. Participants noted whether they were 
familiar with the excerpt, and wrote down five words or phrases they felt relevant to the 
music (see Appendix C for questionnaire). 
 
5.2.2.4.2 Concluding questions 
Participants rated how much their liking, understanding, and interest for each excerpt 
had been affected by the amount of information received. They also gave an overall 
rating of information's effect on their experiences, and selected their favourite excerpt. 
In conclusion, they wrote any additional comments regarding their participation in the 
study. 
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5.2.3 Procedure 
Testing took place in quiet rooms. Individual participants heard musical excerpts played 
through a Creative ZEN mp3 player, via Sennheiser HD212pro headphones. Volume 
was adjusted to a comfortable listening level, consistent across participants. Participants 
listened to four excerpts, presented in a randomised order. Each excerpt was paired with 
a different informational condition (see Table 2). 
 
Table 2: Excerpt order & informational condition pairings  
Excerpt Order Participant Number and Information Condition 
Group A: 
Excerpt 1 - Excerpt 2 - 
Excerpt 3 -  Excerpt 4 
A1: Nothing --- Title --- Title + Note --- Fake Note 
A2: Title --- Title + Note --- Fake Note --- Nothing 
A3: Title + Note --- Fake Note --- Nothing --- Title 
A4: Fake Note --- Nothing --- Title --- Title + Note 
Group B:  
Excerpt 2 - Excerpt 3 - 
Excerpt 4 - Excerpt 1 
B1: Nothing --- Title --- Title + Note --- Fake Note 
B2: Title --- Title + Note --- Fake Note --- Nothing 
B3: Title + Note --- Fake Note --- Nothing --- Title 
B4: Fake Note --- Nothing --- Title --- Title + Note 
Group C: 
Excerpt 4 - Excerpt 1 - 
Excerpt 2 - Excerpt 3 
C1: Nothing --- Title --- Title + Note --- Fake Note 
C2: Title --- Title + Note --- Fake Note --- Nothing 
C3: Title + Note --- Fake Note --- Nothing --- Title 
C4: Fake Note --- Nothing --- Title --- Title + Note 
Group D:  
Excerpt 3 - Excerpt 4 - 
Excerpt 1 - Excerpt 2 
D1: Nothing --- Title --- Title + Note --- Fake Note 
D2: Title --- Title + Note --- Fake Note --- Nothing 
D3: Title + Note --- Fake Note --- Nothing --- Title 
D4: Fake Note --- Nothing --- Title --- Title + Note 
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Participants read in full all relevant material provided before playback of each excerpt 
commenced. After each excerpt, participants completed the corresponding excerpt 
questionnaire. Upon hearing all four excerpts, participants completed the "concluding 
questions" section. 
 
5.3 Results 
5.3.1 Comparison of musician and novice participants 
The ratings provided by the two participant groups, Musicians and Music Novices, were 
entered into a repeated-measures ANOVA with participant condition (Musician and 
Music Novice) as the within-subjects factor.  Differences between Musicians and Music 
Novices did not rise to the level of significance (p ≥ .05). 
 
5.3.2 Programs' effects on liking, understanding, and interest 
Participants' response ratings (Liking, Understanding, and Interest) were entered into a 
repeated-measures ANOVA with information condition (no information, a title, a 
program, and a fake program) as the within-subjects factor. Understanding ratings 
varied significantly as a function of informational condition (p = .036); ratings were 
lowest with no information, and highest with a full, authentic program. Liking and 
Interest did not vary as a function of informational condition (p ≥.05). 
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Average participant ratings of "Understanding" increased as participants received more 
information (see Figure 5, below): 
 
 
Figure 5: Participant ratings of "Understanding" across four conditions 
 
5.3.3 Participants' ratings of informational increase's influence 
 
Figure 6: Participants' ratings of informational increase's influence on liking, 
understanding, and interest 
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After hearing all four excerpts, participants provided ratings which reflected how 
increased amounts of information (titles and program notes) affected their ratings of 
liking, understanding, and interest. Figure 6 displays the average scores for the 
"Musician" and "Novice" participant groups. Both groups believed increased 
information most affected understanding. However, musicians' ratings of increased 
information's effect on liking and interest were higher than novices'. This may suggest a 
greater openness on the part of musicians to having their liking and interest influenced 
by information. This is possibly due to exposure to a wide range of music, over the 
course of their training. 
 
While participants' ratings, reported here, indicate they believed more information 
would have some effect on all three ratings categories, their excerpt ratings only 
partially reflect this. Understanding ratings did in fact increase with the provision of 
information, but Liking and Interest ratings were not similarly affected. 
 
5.3.4 Participants' combined ratings 
In order to assess participants' overall ratings of excerpts, participants' Liking, 
Understanding, and Interest ratings were combined, then averaged to a score out of ten, 
to provide "Overall" ratings for each informational condition (displayed in Figure 7, 
below). 
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Figure 7: Participants' ratings (Liking, Understanding, Interest) combined 
 
Differences between all four conditions were minimal. "No information" and 
"Title/Note" conditions returned similar overall ratings, suggesting programs had little 
effect on participants' experiences. "Title" and "Fake" conditions had almost identical 
participant averages. 
 
These "Overall" ratings may not reflect the ratings participants would have given if 
asked to provide an overall rating. Requiring participants to compartmentalize their 
responses into "Liking", "Understanding", and "Interest" may have confounded, or 
otherwise interfered with, an accurate reporting of each participant's experiences. 
 
5.3.5 Comparison of "Title/Note" and "Fake" conditions 
Participants' ratings of Liking, Interest, and Understanding, while under the "Title/Note" 
and "Fake" informational conditions, were compared to assess whether information 
accuracy produced a noticeable effect. The results are displayed in Figure 8, below. 
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Figure 8: Comparison of participant ratings under "Title/Note" and "Fake" conditions 
 
"Liking" and "Interest" ratings were very similar across informational conditions; 
"Understanding" ratings were noticeably higher under the "Title/Note" condition. 
Previous sections established that participants' "Liking" and "Interest" ratings did not 
appear affected by informational condition; this comparison of "accurate" and 
"inaccurate" information's effects suggests that "Liking" and "Interest" ratings are also 
not affected by the accuracy of the information provided. Participants' perceived 
understanding of excerpts does appear higher when given "accurate" information, 
however. This may be due to "inaccurate" information causing confusion, by creating 
within participants expectations which are then not met by subsequent excerpts. Several 
participants mentioned feeling confused by certain program-excerpt pairs; this is 
discussed in section 5.3.8, below. 
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5.3.6 Participants' favourite excerpts 
After hearing all four excerpts, participants selected their favourite excerpt. These 
selections were examined, to identify the information condition associated with each 
participant's selection. The results are displayed in Figure 9, below: 
 
Figure 9: Information conditions for participants' favourite excerpts 
 
Programs did not appear to influence participants' selection of favorite excerpts. Novice 
participants selections were fairly evenly distributed across conditions. Half of the 
musician group selected excerpts under the "no information" condition, with another 
five selecting the "title and note" paired excerpts. Musicians' preference for excerpts 
presented without information was not apparent in the ratings of liking and interest they 
provided immediately after hearing each excerpt, however. Randomised presentation 
order eliminated potential for selection of the excerpt heard last. Additionally, no group 
preference for a particular excerpt was detected. 
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5.3.7 Participant feedback 
Participants gave a wide range of responses to the study's request for additional 
comments. Some wrote at great length, some made a few remarks, and several 
participants provided no additional feedback. Responses were parsed several times to 
identify themes; these were categorised, where appropriate, and are discussed below.  
 
5.3.7.1 Confusion over program notes, and effects on listening 
"But when I felt like I was having conflicting information, I was more 
confused, resulting in a decrease in likeness."(P. DD2, novice) 
In the course of providing feedback after hearing all excerpts, seven participants (two 
musicians) discussed a negative effect of "confusing" or "unrelated" program notes. 
Perhaps as expected, some participants, while under the "Fake" program condition, felt 
this confusion, but these only accounted for two of the seven noted here. The other five 
participants who were affected by what they perceived as unrelated programs were 
under either the "Title" or "Title/Note" conditions. This prompts consideration of 
listeners' independence in their role as receivers and interpreters; a program deemed 
appropriate by some is not necessarily received as such by audiences.   
 
All seven participants stated which program-excerpt pair had caused them confusion. In 
order to assess the effect of confusion on participants, their "Overall" ratings for these 
excerpts (formed by combining participants' "Understanding", "Liking", and "Interest" 
scores) was examined. All but one of the participants provided their lowest "Overall" 
ratings when in this confused state. Crucially, this confusion did not necessarily occur 
when receiving false information; participants reported feeling confused under "Fake", 
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"Title", and "Title and Note" conditions. These findings suggest that information may, 
rather than assist, instead confuse and negatively impact listeners' musical experiences. 
 
Four participants (one musician), when receiving either titles or titles and programs, 
describing feeling that the accompanying excerpts did not match. Two of these were 
very definite: 
"[The excerpt] fails to express implied relationship between Mantis and Moon" 
(Participant C1, musician) 
"Not related to the title" (Participant CC2, novice) 
 
while the others appeared unsure of where a "failure" had occurred – on their end as 
receivers, or on the composer's end as creator: 
"Excerpt 3 seems almost meaningless" (Participant AA4, novice) 
"Can't relate music to excerpt – didn't experience journey of grief" (Participant 
CC4, novice) 
 
5.3.7.2 Participant appreciation of programs 
Seven participants (five novices) expressed belief that information had enhanced some 
aspects of their musical experience. A common comment was that information helped 
foster understanding of a composer's or performer's intent, with five novices mentioning 
this. The extent of this help's effect on overall experience varied amongst participants. 
Some believed programs "kindl[ed] a sort of connection between composer and 
listener", or "allow[ed] listeners to understand composer/player intentions". One 
participant believed that programs, while aiding understanding, had little effect on their 
interest or liking.  
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5.3.7.3 Perceived limiting effect of programs 
The potential limiting of listeners' imaginations and feelings by programs was raised by 
two participants: 
"Additional information on the excerpt did provide some basic knowledge about 
its music, however as I listen to the music I felt my emotions and thoughts were 
limited by the given information. It also affected my likeness on the excerpt. 
When I felt that I could understand the composer's intention my likeness 
increased." (Participant DD2, novice) 
"I think having more information can be both restrictive in limiting listener's 
imaginations, but at the same time allows  listeners to understand 
composer/player intentions." (Participant DD4, novice) 
Neither participant expressed belief that this limiting effect was a negative one. Instead, 
programs were held to restrict possible interpretations of music, while directing listeners 
towards a composer's intent. 
 
5.3.7.4 Participants' feedback regarding information conditions 
13 participants (seven novices), in their general feedback, compared their listening 
experiences when with or without program information. The areas discussed included 
freedom of individual interpretation, their liking and understanding of excerpts, and 
ways in which information changed the listening process. Overall, these participants 
viewed programs in a mixed light, with their feedback suggesting nuanced opinions 
regarding information, individual response, and experience. 
 
Participants believed programs could, while helping facilitate understanding, limit 
listeners' freedom of experience. Nine participants (six novices) felt programs assisted 
with their understanding, particularly of composers' intentions and purposes. However, 
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six participants (three novices) felt program information impinged on their ability to 
freely interpret and engage with what they heard. It was not uncommon for a participant 
to have both these opinions; six participants (three musicians) felt programs restricted 
their interpretive freedoms, with four of these (three musicians) simultaneously 
believing that their understanding was increased by programmatic content. Nestled 
within perceived restriction of individual response, for five participants (four 
musicians), was the idea that ambiguity resulting from not having programs allowed 
greater freedom of experience. For one participant, this even led to exerting greater 
effort to engage with music: 
"The lack of information would have heightened my involvement in the 
music, as I would try harder or feel like I wanted to listen harder to create a 
picture or experience for myself whereas with the provision of program 
made me relax and not try - not really listen as well or create a 
picture/feeling for myself because it's already there." (P. A4, musician) 
 
This variety of responses, at times contained within the one individual, highlights the 
complexities involved in musical encounters. 
 
5.3.8 Participants' excerpt descriptors  
5.3.8.1 Categorisation of descriptors for content 
After hearing each excerpt, participants wrote down up to five words or phrases they 
believed relevant to the excerpt just heard. These words and phrases are collectively 
referred to as "descriptors". This term is applied to both single words or short phrases, 
such that "spacious" and "light breathing" each count as one descriptor. Participants 
understood they were only required to write as many descriptors as they could come up 
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with, to a maximum of five per excerpt. Musician and novice participants demonstrated 
little difference in their ability to generate descriptors, as seen in Figure 10, below: 
 
Figure 10: Participants' average number of descriptors, by condition 
 
The descriptors written down by participants after each excerpt were sorted into three 
separate categories: Musical, Imagery-related, and Emotional. For example, the 
descriptor “flowing arpeggios” would be placed in the Musical category, “oceanic 
journey” in “Imagery-related”, and “calm” in the “Emotional”. This categorisation 
process was carried out for all participant responses. Table 3 provides an example of 
how descriptors were categorised for a particular excerpt:  
Table 3: Categorisation of participants' descriptors 
Bronze Apollo/Program note – Musicians 
Musical 
Angular. Flowing 
arpeggios. 
Mysterioso. 
 
Imagery 
Spacious. Light breathing. Desolate. 
Awakening. Awakening. Wandering 
around wondering. Movement of 
water. Fluidity. 
Emotional 
Calm. Startled. 
Nostalgia. Confusion. 
Memories. 
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5.3.8.2 Differences between participant groups' descriptor categories 
Total descriptors for each category were calculated for musician and novice participants. 
Each participant group utilised different categories of descriptors when generating 
responses to excerpts. Figure 11, below, displays these results: 
 
Figure 11: Participants' total descriptors, by category 
 
Musical descriptors made up 14% of musicians' total words and phrases, compared to 
novices' 7%. This may stem from musicians' training providing a more extensive music-
specific vocabulary, and also habituating them to describe music in technical terms. 
Novices, by contrast, used 5% more emotional descriptors than musicians, and 2% more 
imagery words and phrases. 
 
5.3.8.3 Effects of informational condition on participants' word generation 
Total descriptors generated under each informational condition were calculated for each 
participant group. Figures 12 and 13 display the results: 
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Figure 12:  Musicians' descriptors, according to information condition 
 
 
Figure 13: Novices' descriptors, according to information condition 
 
Under the No Information condition, musicians utilised musical vocabulary more than 
their novice counterparts (26% to 6%, respectively). Novices instead favoured Imagery-
related words (62% to 45%). The use of emotional descriptors was fairly even between 
groups (musicians = 29%, novices = 32%). 
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With titles, participant groups' word choices became more similar. Musicians' use of 
musical descriptors dropped from their "no information" score of 26%, down to 14%, 
while novices' use of musical words or phrases remained steady at 6%. Use of imagery-
related descriptors was almost equal between groups (musicians = 52%, novices = 48%). 
Emotional words or phrases remained favoured by novices (46% to musicians' 34%). 
When provided titling information, novices' use of emotional and imagery-related words 
and phrases was fairly equal (46% and 48% respectively). By contrast, in the "no 
information" condition there was a marked preference for imagery-related words and 
phrases (62% against the "Emotional" condition's 32%). 
 
When provided a program note, participant groups displayed almost identical results 
across the three word/phrase categories. Musicians' use of musical descriptors dropped 
to 9% (a notable decrease from the 26% seen in the "no information" condition), and as 
a result became very similar to the novices' score of 7%. Emotional and Imagery-related 
categories were virtually equal between musicians and novices. 
 
The Fake information condition had a more noticeable effect on musicians than novices. 
Musicians' use of Imagery and Emotional words fell slightly compared to the Title/Note 
condition, while their use of Musical words rose to 18%, the second highest of all 
information conditions. Novices used the fewest words under the Fake condition, 
totalling 59 words, which represented a 12% decrease from the 67 total words generated 
by novices under the Title/Note condition. 
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5.4 Discussion 
This study found evidence for a positive effect of narrative programs on understanding 
of music excerpts. Evidence of programs' influence on other aspects of musical 
experience was inconclusive. No support was found for programs having a negative 
influence on participants' experiences. Participants expressed belief that programs 
influenced their responses, but quantitative data only supported this for participants' 
understanding. Excerpt-program pairings which caused confusion for participants 
received the lowest overall ratings of those excerpts in all but one case. Participants' 
written feedback indicated programs changed the way listeners experienced music. This 
included shifts in understanding and focus, and a greater sense of connection to the 
music. However, for some programs also had a negative, limiting effect on their sense 
of interpretive freedom. Changes in participants' written descriptions of excerpts suggest 
programmatic information may alter listeners' verbalizations of responses to music. 
 
Programs had a significant positive effect on participants' understanding ratings. This 
builds on the findings of Zalanowski (1986) and Margulis, Kisida, and Greene  
(Margulis et al., 2013), by establishing that this positive effect holds for musicians and 
novices alike. Whether understanding positively affects musical experience remains 
unclear, as understanding did not interact significantly with liking or interest ratings. 
However, interview studies have identified the belief amongst participants that 
understanding is important (Blom et al., 2016; Dobson, 2010; Kolb, 2001). 
Information's ability to positively affect aspects of experience, without positively 
influencing enjoyment, has previously been observed (Vuoskoski & Eerola, 2013). 
Investigations into the information-experience relationship in art are similarly mixed: 
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while some evidence exists that understanding increasing enjoyment of artworks 
(Millis, 2001; Russell, 2003), increases in understanding without corresponding 
increasing in enjoyment of artworks have also been observed (Leder et al., 2006). There 
is no evidence that programs produce a positive influence on understanding while also 
negatively affecting enjoyment. In the absence of such evidence, programs' positive 
influence on understanding should be viewed as an overall positive influence on 
experience. We require further, deeper comprehension of the processes underlying 
affective experience. 
 
While understanding was significantly affected by programs, no evidence was found in 
this study for programs' significant effect on participants' ratings of liking or interest. 
Neither a negative effect of programs on enjoyment, as found by Margulis (2010) and 
Bennett and Ginsborg (2017), nor a positive effect, as found elsewhere (Margulis et al., 
2013; Margulis et al., 2017), was observed. Participants' selections of their favourite 
excerpt exhibited no clear trends; if understanding had increased their liking of music, 
their favourite excerpts could be expected to have been heard under the "Title and note" 
condition. This was not the case, suggesting understanding did not strongly affect their 
choices. Positive effects of programs on aspects of experience, including attention, 
understanding, and emotional response, without a concurrent effect on enjoyment, have 
been observed in earlier studies (Margulis et al., 2013; Vuoskoski & Eerola, 2013; 
Zalanowski, 1986), and in studies of art (Leder et al., 2006). Additionally, ratings of 
enjoyment occur faster than ratings of understanding, which may suggest each type of 
response utilises different mental mechanisms (Leder et al., 2006). Liking and 
 72 
enjoyment of stimuli may be less susceptible to external influence, and may remain 
unchanged despite changes in other areas of experience. 
 
Participants expressed a wide range of views on how much or how little interpretive 
guidance was welcome. Most who provided written feedback expressed appreciation for 
programs' guidance towards composers' or performers' intent, or for providing important 
narrative or imagery background. Novices who felt programs placed limits on their 
individual interpretations still valued programs, believing that what they lost in freedom 
of response, they gained in understanding of intentions. Some musicians, however, did 
not enjoy programs' interference with their interpretations, or believe that such 
interference had positive trade-offs. Margulis (2010) theorized that some listeners may 
find programs produce the experience of "listening through someone else's ear", and 
that this may reduce enjoyment of music. Preference for personal interpretations of 
music over those provided by programs has been observed elsewhere, and was 
particularly true of experienced listeners, such as the present study's musician 
participants (Bennett & Ginsborg, 2017). Composers exhibit different opinions over 
whether programs should guide listeners towards a general interpretive direction, or to 
provide a more definite conceptualisation of a "correct" response (Blom et al., 2016). 
Using programs in attempts to specify listeners' responses goes back at least as far as 
Liszt, who believed that programs “guard the listener against a wrong poetical 
interpretation" (Scruton). Based on the present study's findings, however, such attempts 
to direct musical experiences are not always appreciated. A program need not focus 
solely on specifying listeners' interpretive responses. They may contain a variety of 
details, including about performers, composers, and historical context. Some of these 
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may be more useful, and palatable, to listeners who prefer to form their responses to 
music independently. Addressing this requires further investigation of attitudes towards 
different informational categories, and the effects of these categories on musical 
experience. 
 
Participants who were confused by program-excerpt pairs almost always rated the 
relevant excerpt lowest out of the four heard. Confusion stemmed from participants 
feeling that excerpts did not match what programs described. The tendency to rate these 
excerpts poorly may be a result of incongruent primes, which interfere with evaluation 
of stimuli (Goerlich et al., 2012). Of those who experienced this, musicians tended to 
blame the composition or the program, believing that either had failed to deliver what 
was described. One musician, for example, wrote that an excerpt failed to express the 
narrative contained in its program. For these musicians, the excerpts they heard elicited 
responses incongruent with the attached programs. Rejection of programs in favour of 
personal interpretations has been observed by Bennett and Ginsborg (2017) to be 
particularly prevalent amongst experienced listeners, much as has been found here. 
Novices in this study, however, described feeling confused, without attributing this to a 
failing by either program or excerpt. These participants were unsure if they had failed to 
correctly understand or interpret what they had heard. Perhaps those in the former camp 
– trained musicians, confident in their listening abilities to blame composers or 
performers for a "negative" musical experience – will leave such encounters unaffected. 
Audience members similar to the second group, however, may find their musical 
confidence adversely impacted by these situations. If extra-musical information 
potentially "confuses', and discourages, such listeners, programs might ultimately 
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contribute to reducing interest in engaging with some types of music. Given that 
confusion occurred with both accurate and fake programs, perhaps other types of 
program information should be provided, alongside potentially confusing narrative 
information, to ameliorate these negative effects. 
 
Perhaps as a result of their training, musician participants used more musical written 
descriptors than their novice counterparts. This was evident in both the total 
percentages, and in the condition-to-condition comparisons (see Figures 12-14). In fact, 
musicians' lowest musical-descriptor output, under the Title/Note condition, was greater 
than the highest equivalent novice output (under the Title/Note and Fake note 
conditions). Musicians' use of musical descriptors decreased as information provided 
increased (nothing-title-title/note), from 18 total descriptors, to 10, to six. This was 
accompanied by an increase in the use of emotional descriptors. If musicians' 
descriptors reflect their areas of focus while listening, this suggests that in the absence 
of information stimulating interest in narrative, imagery, and emotion, musicians 
dedicated more focus towards  technical, and perhaps analytical, concerns. However, 
when provided programs, their attention may have shifted towards more imagery and 
emotion centred listening, and their descriptor usage became more similar to novices'. 
Information thus may have reduced the effects of participants' training on their written 
descriptions of excerpts, although this requires further investigation. 
 
 75 
6 Conclusion 
6.1 General discussion  
Two studies investigated musicians' and novices' attitudes towards programs, and how 
their responses to music were affected by information. Participants in each study were 
enthusiastic about programs, believing that musical experiences were enhanced by the 
information contained within them. Interviewees thought that programs helped them 
focus, connect with composers and performers, grasp the intent behind compositions, 
understand extra-musical references or influences, and orient themselves within 
performances. Novice interviewees appreciated programs' provision of guidance 
concerning behaviour,  and assistance with evaluating the abilities of performers. 
Programs also provided a means for some participants to validate their responses to 
music. Results from the listening study indicated that narrative programs do have a 
significant positive effect on understanding, but no significant effect on liking or 
interest was observed. Possible negative effects of programs included the potential 
limiting effect on freedom of individual response, and the potential to cause confusion 
in listeners if programs and the associated music seemed incongruent. Musicians and 
novices displayed some differences in informational preferences, with musicians being 
more interested in performers' training, and analytical details of compositions, while 
novices preferred personal information about performers, and information which 
facilitated engagement.  
 
People want programs when listening to Western art music, whether they are trained 
musicians or music novices. Programs are appreciated for their provision of practical 
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information, and information which facilitates engagement. Exactly what engagement-
facilitating information is preferred varies between individuals – some wanted details 
about narrative or extra-musical influences on a composition, some liked learning why 
performers selected certain repertoire, and others appreciated insight into composers' 
intentions in composing their music. Regardless of preference, listeners sought in 
programs information which added depth of meaning, and understanding, to their 
musical experiences.  
 
In conducting the listening study, it was anticipated that increases in participants' 
understanding would produce increases in their liking of music excerpts. Indeed, 
responses from participants in the interview study indicate they believed understanding 
music was integral to their enjoyment of it. The listening study, however, found a 
significant positive effect of programs on understanding, without an effect on liking or 
interest. This finding reflects those of studies reporting increases in participants' 
understanding producing no change in enjoyment (Leder et al., 2006; Margulis et al., 
2013; Zalanowski, 1986), but contradicts art research which reports a link between 
understanding and enjoyment (Millis, 2001; Russell, 2003). Musical enjoyment may be 
less susceptible than understanding to the influence of programs. Ratings of enjoyment 
are reported to be made faster than those of understanding (Leder et al., 2006), 
suggesting understanding may be a more conscious, considered process, while decisions 
regarding enjoyment may occur more instinctively, and as a result, faster. Several 
participants in both studies felt programs lessened their freedoms of response and 
interpretation to music, through the imposition of interpretive parameters. In these 
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cases, participants' understanding of a composer's or program writer's perspective on an 
excerpt may have increased, while having no positive effect on their enjoyment.  
 
A difficulty in assessing participants' responses to music lies in obtaining information 
about their experiences. The division of responses to excerpts, into understanding, 
liking, and interest, while convenient for purposes of analysis, may not accurately 
reflect participants' musical encounters. Requiring separation o responses into these 
categories is potentially difficult for participants, particularly for those unused to 
analysing their reactions to music. Moreover, exactly what  "understanding", "liking", 
and "interest" is taken to mean may vary from one respondent to another. The 
difficulties inherent in studying aesthetic experience remain to be solved, with multiple 
theories attempting, to explain the complex processes involved in responding to 
affective stimuli (Belfiore & Bennett, 2007; Goerlich et al., 2012).  
 
Program design should be the subject of investigation and experimentation. Participants 
in both studies brought up multiple issues which highlight the need for such research. 
Interviewees expressed a desire for more easily remembered information in programs. 
The importance of pragmatic information was highlighted by participants as well, 
especially by novices. In addition to being appreciated in its own right, pragmatic 
program content may increase the efficacy of engagement-promoting information. 
Knowing what to expect in a performance can help establish feelings of comfort and 
good mood, important for concertgoers (Dobson, 2010; Kolb, 1999; Pitts, 2005; 
Thompson, 2007), and is linked to positive evaluations of stimuli (Isen & Shalker, 
1982). Responses from interviewees indicated a general appreciation for practical 
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details such as titles, names of composers and performers, and when intervals would 
occur. This information may be particularly useful for concert newcomers, whose 
feelings of uncertainty, unfamiliarity, and alienation are partly assuaged by knowing 
what to expect. Presenting audiences first with pragmatic information prepares their 
expectations, helps readers relax, and may enhance their receptivity to information 
which furthers musical engagement. Both studies' results indicated that informational 
preferences varied between participants. Moreover, some wished to actively avoid 
information which affected their interpretive freedom, while not wishing to eschew 
programs entirely. In light of this, programs should aim to become more easily 
memorised, with informational categories made clear, such that readers may identify 
and read the content they desire without difficulty. 
 
6.2 Limitations and future directions 
The interview study provided preliminary insight into musicians' and novices' 
conceptions of, and attitudes towards, programs. Future studies should consider using a 
larger sample, to increase the applicability of findings. Areas to investigate in 
interviews include previously encountered programs which left an impact on readers, 
how readers navigate programs, and how information can interfere with experiences. 
 
The listening study found a significant positive effect of narrative programs on 
understanding. Programs typically contain a range of information, however, including 
those identified by participants in this thesis, such as composers' and performers' 
backgrounds, the context of compositions, and pragmatic details. Programs are also 
believed by readers to affect areas such as engagement, attention, and assessment of 
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performers' abilities. These types of program content, and their assumed positive 
effects,  require further investigation. 
 
The listening study was conducted in environments which do not reflect actual concert 
experiences. Participants heard excerpts of recordings in quiet rooms; audiences at live 
concerts, however, are subject to multiple influences during performances, including 
visual, mood, and social stimuli. How these will interact with programs, and whether 
such interactions will positively or negatively affect listeners' experiences, can only be 
investigated by studies larger in scale, featuring live music audiences. 
 
How information is presented to audiences should be a subject of future research. This 
thesis identified that program readers have different information preferences. Regular 
concertgoers' interests are not identical to newcomers', and variance also exists between 
individuals in each of these groups. Information in typical programs can also be difficult 
to digest and retain. Finally, interview results indicate alternative methods of presenting 
program content, such as pre-concert lectures, or spoken introductions by performers, 
are popular with audiences, and may be superior to printed programs in certain areas. 
Future research should evaluate ways of more clearly and effectively communicating 
useful, appreciated information to audiences, to maximise the enhancement of their 
experiences. 
 
Investigations of programs should continue to study both regular concertgoers, and 
those new to Western art music. This helps increase understanding of the different needs 
of these audiences, and allows musicians to cater for each group with more success. 
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With such an approach, we improve our ability to attract new audiences, retain existing 
ones, and provide listeners with enjoyable, satisfying musical encounters. 
 
6.3 Conclusion 
This thesis, through its investigation into programs, and the experiences of musicians 
and music novices, arrives at the following conclusions: 
1. Programs are popular with both musician and music novice audiences. 
Performers should expect demand for programs, and prepare accordingly. 
2. Programs serve a variety of purposes. They provide readers with names of 
pieces, composers, and performers, inform them of extra-musical references or 
influences, and guide listeners towards interpretive responses. They facilitate 
engagement with composers and performers, and help readers orient themselves 
within performances. Particularly for inexperienced listeners, programs assist 
with validating responses to music, and may reduce anxieties associated with 
these listeners' unfamiliarity.  
3. Narrative programs positively affect readers' understanding of music. Other 
effects of programs, such as those mentioned by participants in the interview 
study, require further research. 
4. We require new approaches to the presentation of information in music 
performances. In light of the variety of informational preferences observed in 
these studies, feedback from participants concerning drawbacks of traditional 
programs, and enthusiasm for program alternatives, how we convey information 
to audiences should be reconsidered, and where possible, improved. 
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Programs assist with understanding and emotional engagement. They are popular with 
audiences, regardless of listening experience. They are also appreciated for guidance, 
direction, assurance, and orientation. However, programs have received little attention 
from researchers, and are sometimes entirely absent from musical performances 
(Bennett & Ginsborg, 2017). Given their potential to impact multiple aspects of 
experience, and the unanimous demand for them expressed by participants, programs 
warrant further research, and more attention in general from musicians. Understanding 
the effects of programs, exploring the informational needs of listeners, and investigating 
more effective ways of communicating information empower musicians to deliver more 
enjoyable musical experiences, and to attract and retain audiences. 
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